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PHOTOSHOP 


dobe Photoshop is a remarkable 
phenomenon. From its relatively 
modest beginnings as a digital 
version of the photographer's 
standard photo-retouching tools, Photoshop 
has grown and evolved over the past decade 
and a half into not just an industry-leading but 
the industry-defining application. No serious 
digital retoucher, creative artist or illustrator 
could conceivably work without it today. 

As it evolved into this indispensable tool, 
however, Photoshop inevitably grew more 
complex. There are so many powerful tools 
and commands to master, so many options 
and so many ways of using them, that it can 
all become rather daunting and bewildering. 


Even experienced users tend to stick to 
familiar tools and favourite techniques. 

This Guide could change all that. It’s packed 
with advice and insight from some of today’s 
most exciting and inspiring illustrators. In this 
jam-packed collection of tutorials and features 
from Computer Arts, the world’s best-selling 
creative magazine, they'll explain their 
techniques step-by-step, help you master new 
tools and show you how to create cutting-edge 
effects. All the files you need to work along 
with our tutorials are included on the bundled 
CD, so you can develop your skills, discover 
how to get more from Photoshop and produce 
your own stunning illustrations as you go! 

Alex Summersby, Editor 
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Your companion CD-ROM includes all the resource 
files you need to work along with the tutorials in this 
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WAYS TO CREATE 
TTER IMAGES 


At the end of the day, it’s all about the image, and there are ways 


of getting it right and ways of getting it wrong. Over the next 12 
pages, we present invaluable advice from top designers on making 


sure the images you create, in whatever medium you work in, are 


bang on the money every time |LLUSTRATION STEVE WILSON 


n today’s media-saturated world, great images are 
| an important commodity. If they can rise above the 
background noise of advertising, television and ambient 
media and connect instantly with the viewer, if only for 
a split second, then they are doing their job properly. 

For graphic designers, the quest for the perfect image can 
be a long, hard slog. Sure, work can be delivered on time and 
on budget to a demanding client and tick all the right boxes 
in terms of the brief, but how do you know if it’s perfect? 

Of course, perfection in imagery is extremely subjective, 
but as with anything when it comes to creativity, there are a 
number of rules to follow that can dramatically increase the 
odds of the image you’re working on turning out well. To 


this end, we’ve approached ten leading image makers from 
a number of fields, including illustration, character design, 
photography, 3D, animation and print design, and asked 
them to pass on their golden rules, advice, tips and 
techniques. They’ve all delved deep and drawn on years 

of experience to make sure the tried-and-tested pieces of 
advice they’ve come up with will be invaluable tools to 
help you in your own quest for perfection. 

Even if you follow these 101 tips, you may still find the 
perfect image as elusive as ever, but read and digest the 
advice on the following pages and you're sure to pick up 
some information that will make the job a little easier. 
Turn the page to get started... 
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Composition 


THE GOLDEN MEAN a : f pe gee THE ZIG-ZAG 

The Ancient Greeks determined oF gk. 7 oa , : sj At first glance, an image with 
that mathematical rules a Zi = ‘ a zig-zag composition might 
governed aesthetics. Dividing ny 7 } pus appear extremely complicated, 
a ‘Golden Rectangle’ into { . but a good composition will 
horizontal and vertical thirds, ; ' — always lead the eye around the 
the ‘Golden Mean’ is found os : ea. main highlights, achieving the 
where the lines meet. These are Fi i / 1 effect of ‘bouncing’ the viewer 
potential focal points where the ; : | back and forth. A zig-zag can be 
main object should be placed. : ] a great compositional device. 


02 | 06 


THE RULE OF THIRDS TRIANGLES THINK ABOUT COLOUR L-SHAPED THE CROSS 

An image doesn’t need to be AND PYRAMIDS Good composition isn’t merely COMPOSITIONS Images that use this implied 
a ‘Golden Rectangle’ for the In construction, atriangle isthe about form, and good artists will © An L shape positioned at the form may have a religious 
division of a canvas into thirds strongest shape, andin aesthetic always balance their colours edge of a composition works theme, but not necessarily. 
to be significant. You won't terms it’s no surprise that we're carefully to help add impact to well as a framing device. You'll often find that the 
have to look far to see this rule drawn to images that utilisethe an image. For example, using The L shape doesn’t need horizontal divider will break 
in action, whether the artist dynamic angles of a triangle in a different colour at the focal to be viewed the correct up the composition, and the 
consciously decided to use the the composition. The strong point/s will draw viewers in way round to make for an vertical centre will mark a 
technique or not. base is reassuring. and retain their gaze. enticing composition. focal point that draws you 
down towards the centre. 


OUR EXPERT: Sam Gilbey | OCCUPATION: Illustrator, designer and writer | URL: www.sam-gilbey.com 
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CIRCULAR 
COMPOSITIONS 

This kind of composition is an 
implied form, where the usage 
of a certain shape serves to 
keep the eye on the canvas. 

A circle naturally leads the 

eye around the image, so it’s 

a strong compositional device. 
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DYNAMIC 

COMPOSITIONS : 

Images can often be interpreted =, - : \ 
within more than one a Sy ; ee i 
compositional rule, of course, " : el tT 1 O 
but a dynamic composition is e- #4 =>, same =| 

where a distorted or enhanced : ‘ . ae DIAMOND-SHAPED/ICONIC COMPOSITIONS 
perspective adds an extra level ohn r P\ ‘ On occasions, placing the image at the centre of the canvas will 
of impact to the layout. : aS : . achieve the most compelling composition. This can make the 
IMAGE; GEZ FRY : ] : | subject seem iconic, perhaps heroic, and is acommon device in 
religious artwork. The diamond shape ‘traps’ the eye. 

E 
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WARP TOOLS 

Illustrator has a built-in set of 
Warp tools that are similar to 
Photoshop's, but in this case 
you're manipulating vectors 
and not pixels. Use them to add 
an organic dimension to your 
illustrations. Try using the Warp 
tool to flesh out your idea and 
then tidy the rough up by hand. 
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MESH WARP 

A little-known function called 
Envelope Distort is hidden 

in Object>EnvelopeDistort. 
Use it to create all manner of 
interesting shapes. Just create 
the base image to be distorted 
and another above it that you 
will map the first image to. 


BRUSHES 
There’s no need to limit 
yourself to the brush 
styles provided by 
Illustrator. Just as with 
patterns, you can create 
your own. You can also 
expand them and re-mix 
them to your own ends. 


TRANSFORM EACH | 
The Transform Each function, 
found in the Object>Transform 
menu, allows a certain amount 
of randomisation to take place, 
both in position and size. This is 
handy if you don’t have time to 
move objects around yourself. 
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CONVERT TO 
RECTANGLE 
If you need to overlay type on 
an image, increase legibility by 
underlaying a block of colour. 
Illustrator can convert grouped 
lines of text into rectangles 

for you. Simply go to Effect> 
ConvertToShape>Rectangle. 


EFFECTS 


Effects are often derided as cheap tricks, but there’s always a time 
and a place where they'll add to your design, and Illustrator comes 
packed with them. Here we used the Scribble tool (Effects>Stylise) 
to simulate the doodlings of a pencil. 


I lustration 


e 


Inject new 


into your work with 
Illustrator’s clever tools | 


‘SCRIPTOGRAPHER 


% 
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PATTERNS» 

Instead of filling your illustrations with patterns, why not try 
adding some dimension and texture with vector patterns? You 
could even expand them (Object>Expand) and manipulate the 
individual elements. Create a pattern by designing a tile, grouping, 
and dropping the collection into the pattern swatch. 
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GRADIENT MAPS THREE-DIMENSIONAL 
Gradient Maps are used Illustrator boasts a pretty 

to illustrate detailed colour powerful 3D engine. It’s not up 
shading, and are often used to the likes of a bespoke piece of 
during photo-realistic work. software, but it can create some 
In that environment they fantastic results that virtually 
require practice, but with a bit pull graphics off the page. Go to 
of fiddling you can create some Effect>3D and try it out. 
interesting shapes and colours. 


Se darntchaallt vrin iecncicaatn anatase pares 
certain pieces of software. The plug-in Scriptographer vastly 
increases the number of things you can do with your design. _ 
Learn more Sia haa?” ee cea maneinic 


OUR EXPERT: Luke Prowse | OCCUPATION: Graphic designer | URL: www.researchstudios.com 
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CUTTING OUT 

When cutting out, especially 
when your subject is on a single 
colour background, it’s always 
tempting to use the Select tool 
and start deleting what you 
don’t need. Avoid doing this 
and instead create a single work 
path that you can use for other 
purposes later on. 


ADJUSTMENT LAYERS 
Adjustment Layers will allow 
you to tweak the colours of your 
image until you're blue in the 
face. Then, if you don’t like it 
once you have made countless 
revisions, you can still go back 
and tweak them some more. If 
your art is music, think of them 
as your graphic equaliser. 


PORTRAIT OR 
LANDSCAPE? 
If you are shooting a person and 
you are not going to use the 
background, even though your 
final image may be landscape, 
try to shoot portrait so that you 
make the most of your image 
space. Once the person is cut 
out you won't remember how 
you held your camera. 
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Make photos work harder for you 
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LAYER MASKS 

If you want to delete or define 
parts of your image, it’s best to 
use a Layer Mask. This allows 
you to do what you want without 
destroying the original image, 
so that if you want to tweak 
something further down the line 
you're not kicking yourself when 
you have to start all over. 


FULL-FRAME 
COMPOSITION 

When designing for a magazine 
that needs text in the image and 
you are shooting to fill the 
frame, make sure that the area 
you want type to sit on doesn’t 
have too much activity. Try 
framing your main focus against 
something flat or out of focus. 


BACKGROUNDS 
It’s a good idea when shooting 
a person against a background 
that will remain in your comp 
that you shoot the background 
without the person. This allows 
you more creative control — you 
can easily cut the person out of 
one shot and comp them into 
another since both shots will 
have the same lighting. 


SHOOTING 

When shooting people to place 
into a comp, try and shoot with 
a standard lens at a high ISO 
and lighting appropriate to your 
illustration. There’s nothing 
worse than comping an under- 


lit, grainy image shot with a fish- 


eye lens into a flourish of super 
sharp clean vectors! 


WHEN TO CROP 

When shooting a subject for 
comping into an illustration, 
don’t crop your subject. It’s 
great to be creative with a 
camera and a composition, but 
using shots in comps requires a 
lot of decision making. You will 
have more options with a full 
image of your main focus. 


SKIES 

You can’t control the weather, 
so have a stock of sky shots in 
your archive ready for instant 
sky replacement. Swapping a 
drab grey sky with a dramatic 
formation of clouds can 
enhance your image and give 
it anew angle and dynamic. 


LIGHT SOURCES 

Once you have shot a model 
for your image, you may need 
to add buildings, etc, that 


_ weren't in the original shot. 


When shooting these, remind 


_ yourself where the light source 
_ was when you shot your model, 


or vice versa. Conflicting light 
sources will always look odd. 


spective. 


Ten easy ways to add depth to your images 
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Not drawing from a sketch or SPHERES - MESH SPHERES - BLENDS SPHERES-GRADIENTS DEPTH SOLUTION 


photographic reference? Follow 
the rules of traditional one-, two- 
and three-point perspective in 
Illustrator. Create vanishing 
points with your Circle tool 

and use your Pen tool for the 
perspective lines. Turn on your 
Smart Guides for accuracy. 


Although probably the most 
complicated approach, the 
Gradient Mesh tool has the 
most potential for realism. 

Try to keep track of your light 
source and always remember to 
create your mesh grid as simply 
as possible to avoid bumpiness. 


. 
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It’s all about blending the right 
shapes in the right places at the 
right time — the wrong formula 
will result in a bumpy shape. 
You don’t need too many circles 
to complete this exercise —just 
use three or so, and in various 
shades of the same colour. 
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Do you feel intimidated by 
fancy Mesh secrets or colour 
blending? Well don't. It only 
take a few simple layered 
gradients to make a spherical 
illusion out of a basic circle. Use 
both radial and linear options 
to create the effect. 


If you're unsure about how to 
give a little dimension to your 
vector portraits, try adding a 
simple silhouetted scene in the 
background to give your subject 
a place in his/her environment. 
This will also create a convincing 
illusion of distance. 


ADD LIFE TO YOUR 
OUTLINED TEXT 

Using the Extrude and Bevel 
menu, twist and turn your 
outlined text into a more 
striking position. Play around 
with your Perspective slider. Go 
to Object>ExpandAppearance 
and start editing. You can use 
both gradients and flat colours 
for a more captivating outcome. 


IT’S ALL ABOUT 

THE SHADOWS 

A little shadow can go a really 
long way. Creating a semi- 
transparent shape creates much 
more interest in your rendering. 
You could also try playing 
around with the Blending Modes 
in your Transparency palette if 
you're using a gradation in your 
shadow shape. 


IDENTIFY YOUR 
LIGHT SOURCE 

Acube is just a cube without 
a little kick to the colour. By 
identifying the light source, you 
can use simple gradients on 
each side to make your boxes 
look much more attractive. 
Also consider what your cube 
might look like with a more 
colourful light source. 


ANOTHER DIMENSION 
Creating the illusion of hair is 
one of the biggest challenges in 
Illustrator. The secret to success 
is the effective layering of light- 
coloured shapes over dark ones. 
Gradients are key if you want 


FLAT CAN BE 
ROUNDED, TOO 
Perhaps you don’t want to give 
your renderings a realistic look. 
Perhaps you want to keep your 
subject looking flat, but with 

a subtle hint that it’s rounded. 
to achieve a softer look. Make To do this, layer curvy shapes 
sure you make your light colour with charming gradients, and 
gradate into the same dark @ gj} add white random circles to 
colour it sits upon. e «©» create a faux light source. 
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OUR EXPERT: Brooke Nufiez | OCCUPATION: Illustrator/graphic designer | URL: www.lifeinvector.com 


OUR EXPERTS: Peskimo | OCCUPATION: Illustrators | URL: www.peskimo.com 
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Add personality and humour with these expert techniques 
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ACCESSORISE! 

An accessory can become as 
much a part of a character as 
its other features. Think about 
adding items that will inject 
some history or intrigue to their 
otherwise 2D persona. 


IT’S ALL IN THE EYES 
The eyes of a character will 

be used to convey most of its 
emotions, especially when used 
in illustration. Use a range of 
simple techniques to make your 
character happy, sad, angry, 
excited or tired. 
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THERE’S ALWAYS 

A CHARACTER 

No matter what the object, 
anything can become a 
character — from fresh fruit 
and smelly shoes to hairpieces 
and dog poo. Even seemingly 
unrecognisable shapes can be 
given a new lease of life if you 


GETTING TO 

KNOW YOU 

If you plan to reuse a character, 
make sure you get to know 


LOOK AROUND 
Inspiration can come from 

the most unlikely of places, so 
always keep your eyes peeled 
for sources of inspiration. The 
weird guy in front of you at the 
check-out may be smelly, but 
he’s also a completely unique 
basis from which to develop 


in all manner of poses — this will 
save you time in the future and 
you'll know the character like 
the back of your hand. 


give them the right face. your unworldly creations. 
CONSIDER THE MIRROR, MIRROR 
FINAL PRODUCT If you are struggling to create 


Whether it’s for a billboard or 

a tiny PDA web browser, create 
your character with its use in 
mind. If you will be passing the 
character on to another creative 
—an animator, for example — 
communicate with them early 
to ensure that your design is a 
suitable character for them. 
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DRAW, DRAW 

AND DRAW AGAIN 

Alot can be said for sketchbook 
work. When working on 
particular hand gestures or 
facial expressions, draw and 
redraw over and over again — 
small changes in these sketches 
will help give your characters 

a unique identity. 


amore acrobatic pose (or facial 
expression), don’t hesitate to 
look in a mirror or take some 
photographs of people. Study 
the form of the body and relate 
this to your character. 


them inside and out. Draw them 


STRENGTHS AND 
WEAKNESSES 

Highlight your strengths and 
play down your weaknesses. 
There is no correct method in 
character design, so if you aren’t 
great at drawing ears or noses, 
think of a way around it and 
make it your trademark. 


to 


«. 
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STREAMLINE 
You don’t want your character 
to have a face like a brass band, 
with too much going on. 
Emphasise certain aspects of 
their features, but don’t go over 
the top or you'll end up with a 
confusing character that people 
can't relate to. 


@ 
INVESTINATABLET PIMPYOURFONT ~ 
Nothing allows the humanhand _ If you are sick to death of the 
to shine through your digital Helveticas and Eurostyles of 
brushstrokes more than pulling this world, try spicing up the 


them with a stylus and tablet. 
For the best results you should 
draw with your shoulder and 
arm, making smooth gestures 
as you work. Emulating this with 
a mouse wastes time and effort. 


INSTANT TIME SAVERS 
As long as it’s grouped, you 

can toss any shape into your 
Brush palette in Illustrator. This 
means you can make a complex 
shape, like a flower or a branch, 
and repeat it with one stroke. 
Set your Colorisation method 

to Hue Shift, so you can further 
tweak your straits. 


classics using custom brushes. 
In Illustrator, simply enter your 
text, create outlines and then 
apply a custom stroke. Transfer 
to Photoshop and use brushes 


to fake distressed edges. | 


USING NATURAL 
MEDIA BRUSHES 
Even a simple shape, when 
turned into a Photoshop brush 
(select Shape>Edit>Define 
BrushPreset), can recreate 

the texture and feel of 

natural media. Just select 
Shape Dynamics and 

Scatter, setting the control 

on both to Pen Pressure. 
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MAKING THE MOST 
OF VIBRANT MARKS 
Unless you are working with 
black, it’s a good idea to apply 
Colour Dynamics to your 
custom brushes. By introducing 
Foreground/Background jitter, 
your marks will have more 
visual variety and flair. Try 
using the same hue, but vary the 
value slightly to keep it subtle. 
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UNDER PRESSURE 
There's more to Illustrator than 
scalable strokes. In your Brush 
palette, select Show Calligraphic 
Brushes. You can edit any of 
these by double-clicking on 
them, or create a new one from 
scratch. These Brushes are 
pressure sensitive and great for 
making dynamic vector marks. 


€10 


_ LESS THAN ONE 
_ When working with custom 


brushes in Illustrator, you might 
find that even a stroke size of 
1is too clunky. Fear not. Besides 
the under-one presets (.75, .50, 
.25) you can manually enter 
numbers. With some larger, 
textural brushes, numbers such 
as .15 or even .035 work best. 
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BEST OF BOTH WORLDS 
To create the coolest custom 
brushes in Illustrator, paint the 
shape in Photoshop, transfer it 
into Illustrator, LiveTrace it, and 
then drag the new vector shape 
into your Brushes palette. Now 
you've created a cool brush 
without all the vector tweaking 
you would've needed had you 
started from scratch in Illustrator. 


407 


THE ULTIMATE 
BLENDER 

To create more painterly colour 
transitions, use the Brush 
Palette (F5) and apply both 
Shape Dynamics and Scatter 
(Pen Pressure) to your brush. 
Now the Smudge tool can make 
quick and easy blends. 


Fle Edt Image Layer 


THE BEST TOOL 

FOR THE JOB 

Although you can use a wrench 
to drive a nail, what’s the point? 
Apply this philosophy to your 
vector and raster work. Bring 
your crisp vector line work into 
Photoshop for a little distressing 
and texture, rather than over- 
working it in Illustrator. People 
care about the image, not the 
program it’s made in. 
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OUR EXPERT: Dave Curd | OCCUPATION: Illustrator | URL: www.davecurd.com 


OUR EXPERT: Derek Lea | OCCUPATION: Illustrator | URL: www.dereklea.com 
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Make your work stand out with these impressive effects 


ELECTRIC EFFECTS 
After rendering clouds in a 
channel and generating a 
selection from them, choose 
Select>Modify>Border from 
the menu to create a selection 
surrounding only the border 
areas. Fill this selection with 
gradients on various layers to 
create a ‘crackle’ effect. 


USE THE REAL THING 
There is a plethora of texture 
everywhere you go. Take your 
camera out and about with 
you and shoot striking textures 
rather than subjects. Simply 
combining textured photos 
using various Blending Modes 
is a quick way to add a tactile 
feel to your imagery. 


TRANSLUCENT 
CUSTOM SYMBOLS 
Store a group of shapes with 
very low opacity settings as a 
symbol. Then, when you use 
the Symbol Sprayer with this 
symbol, the subtle layering of 
each symbol will allow you to 
build up a stunning custom 


vector texture. 
REMEMBER LESSER = SCAN ANYTHING 
TECHNOLOGY Don't be afraid to throw some 
Try using photocopiers and unconventional items on your 


thermal fax machines to add 
distressed texture effects to 
your printed images. Scan them 
in and place them on layers 
that overlay a background. Use 
a Multiply Blending Mode to 
add them to underlying colours. 


scanner, but be certain to cover 
the scanner with clear acetate 
if you're using anything messy. 
Try scanning a rusted baking 
sheet to create an intricate 
texture on separate layers. 


SCALE PATTERNS 
Store a group of aligned circles 
as a custom symbol in the 
Symbols palette in Illustrator. 
Now create row after row 

of symbols by Alt/Option- 
dragging instances to make 
copies. Place each new row in 
front of the previous one to 
create a scale pattern effect. 


PSYCHEDELIC 
PATTERNS 

In Illustrator, make a copy of an 
object while rotating it around 

a distant point. With the copy 
selected, type Ctrl/Command 
+D repeatedly to create a series 
of rotated duplicate shapes. 
Now experiment with various 
shapes, stroke and fill attributes. 


RANDOM CLOUDS 
Use the Filter>Render>Clouds 
filter within an Alpha Channel 
to create a random pattern. 
Load the Cloud channel as a 
selection and use Gradient and 
Paint tools within the selection 
to create hazy effects. Repeat 
the process on layers with 
varying Blending Modes. 


ADD SOME INTEREST 
The Pathfinder palette allows 
you to add, subtract, intersect, 
and exclude shapes to and 
from each other. When you 
continually add new shapes 

to a group and continue to 
perform different and similar 
Pathfinder operations, things 
get very interesting indeed. 


CREATE HALFTONE 
DOT PATTERNS 

Fill anew Alpha Channel with 
grey. Then choose Filter> 
Pixelate>ColourHalftone from 
the menu. Set all of the channel 
angles to the same values to 
create a dot pattern. Load this 
channel as a selection and fill it 
using various paint tools. 
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ROUGH IT OUT 

When creating a digital image, 
it is really important to draw 
out a super-quick rough first. 
This will save you time when 
it comes to creating the final 
design and prevent you from 
spending too much time 
working on an image that 
doesn’t work compositionally. 


Traditio 


Back-to-basics techniques that will add interest to your illustrations 


MAKE YOUR MARK 


Spend a while making marks 
using inks, acrylics or spray 
paints to see what effects you 
can create. Stick things into a 
sketchbook — cuttings, masking 
tape, bits of magazines — then 
paint over it. Even squeezing 
out a used tea bag can produce 
really interesting splodges. 


OZ 
GET THE PICTURE? 
When drawing, it really helps 

to collect a bank of images and 
run out a series of image sheets. 
This will give you some visual 
reference to guide your drawing. 
If you prefer to draw near to 
your computer, why not open a 
bunch of images up on screen 
instead and see what happens? 


Printing out a photo or rough 
layout can guide your drawing. 
Alternatively, if you’re not 
comfortable drawing certain 
elements — someone’s hand, for 
example — use some tracing 
paper to guide your mark 
making. Try to maintain your 
style when tracing, or you'll end 
up with just a boring replica. 
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POTATO STAMPING 
Using potatoes as a stamp can 
give you some really cool rough 
and ready icon shapes. Begin by 
cutting a potato in half. Then 
decide what iconic shape you 
wish to print. With a sharp knife 
(mind your fingers, children!), 
cut away at the potato until you 
have your icon shape. 


A QUICK GUIDE 

TO PERFECTION 
Drawing out a range of semi- 
accurate sketches and then 
using them as a guide in 
Illustrator is a really handy way 
to achieve slick results. A simple 
sketch can be transformed into 
a beautifully graphic icon or 
simply stylish silhouette. 


08 

FINE AS A FINELINER 
If you want to achieve nice 
crisp lines similar to those 
created in Illustrator but still 
want to keep a hand-drawn 
quality, try using a good quality 
Fineliner on tracing paper. Once 
scanned and manipulated a 
little, this will make it easy to 
create super smooth lines. 


INK UP YOUR POTATO 
Dry your potato and apply ink 
to the shape you've just created. 
Press the potato down hard 
onto a piece of paper and 
remove. Repeat the print a few 
times to get rid of the excess ink 
—this way you will have lots of 
versions to choose from. Dry 
the prints, scan them, and add 
them to your graphic collection. 


MONOPRINTING 

Add an element of surprise 

to your process. Roll out some 
ink or paint onto a piece of 
card, Now lay a piece of paper 
(preferably lightweight) onto 
the inked board and, using 

a pen, pencil or anything with 
a pointed tip, draw your image 
onto the back of the paper. 
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CREATE BETTER IMAGES FEATURE 


MONOPRINTING 
CONTINUED... 

Be careful not to press your 
fingers onto the paper or you 
will print marks onto your 
image. Peel away the paper and 
you'll have an inky version of 
your drawing with lots of cool 
imperfections. Scan it and use 
it in your digital work. 
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COLOUR FOR THE WEB BB ore Bue CONSISTENT COLOURS® 

If your images and graphics [1 pantone 1140 a * | If your artwork moves between 

always hie dull Hs lt [By rrvrone 137° a } different ine programs, try i 
ge eee om colours throughout 

: r ‘Suen PANTONE 137 U ow : e 

wrong colour management Br ak | your design workflow. As well 


settings. Before starting on any Bh Pantone 287¢ _ as simplifying your colour 


web project, you must make BBB rantone 354¢ al a | palettes, this process is essential 
sure your RGB working space is BB rere a a i for spot-colour work if you want 
set to SRGB IEC61966-2.1. = _ a * | to avoid outputting additional 
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- unwanted separations. 


OUR EXPERT: Alistair Dabbs | OCCUPATION: Digital imaging expert | URL: www.dabbsnet.com 


To1 


03 


06 


HARMONISE WITH CREATE DEPTH DISABLE COLOUR FIXES BLACKIS THE 
COLOUR WHEELS THROUGH FADING Non-PostScript printer drivers NEW BLACK 

Use a colour wheel to identify Multi-layered composite images — often increase colour saturation © Where possible, avoid using a 
harmonious colours and add risk looking flat and artificial, in order to make printouts black straight ‘out of the tube’ 
them to the Swatches palette. even with judicious use of appear prettier. To obtain a when creating images for print. 


Using this scheme as a base 
will help you produce a more 
professional result and save 
you time wasted by constant 


Gaussian Blurs. Instead, try 
creating the illusion of depth 
by progressively reducing the 
colour saturation of layers that 


more accurate colour proof 
of your work, find and disable 
these enhancement options in 
the Print window, or choose 


Make up a ‘superblack’ -C=40 
percent, M=40 percent, Y=60 
percent and K=100 percent — 
this will have much more depth 


colour experimentation. are supposed to appear further Application Defined Colors and create a richer, deeper tone 
away in the distance. under Color Management. and colour. 
LEARNTOLOVELAB AVOID PRIMARIES 
Try enhancing images in Lab Although fully saturated 
colour mode for a change — primary colours look bold and 


Colour 


Ways to make your palette work smarter 
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it supports some clever editing 
features. For example, the 

L slider, found in the Levels 
window, lets you adjust image 
contrast intelligently, without 
affecting saturation or causing 
colours to shift. 
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PUT ADJACENT 
COLOURS TO WORK 
The bold application of one 
colour can influence the way 

in which adjacent colours are 
perceived. You can use this to 
good effect: lots of white makes 
adjacent colours seem ‘cooler’, 
while areas of black can make 


LEAVE CORRECTIONS 
TO THE END 

Every edit and enhancement 
you make to an image causes 
colour data to be thrown away. 
For this reason, avoid making 
major colour corrections until 
the end of your workflow, or use 
Adjustment Layers instead of 


CORRECT CASTS 
WITH GREY POINT 
The quickest way to deal with 
a colour cast or other colour 
imbalance in your image is to 
locate what is supposed to be 
aneutral grey area. Next, in 
Photoshop, use the Set Grey 
Point eyedropper in the Levels 


punchy, they do tend to make 
any other colours you have used 
in an illustration appear muddy. 
Toning the primaries down a 
little will ensure your design 
appears more balanced and 
visually pleasing. 


* them seem ‘warmer’. direct Level and Curve edits. window to reset the balance. 
ia Levels 
Channel: RGB ic) — | 
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IMAGES FOR THE WEB 
Although 24-bit PNG files are 
often heftier than their JPEG 
counterparts; eight-bit PNGs 
usually compress down to 

a smaller size than GIFs. So 
unless you need the animation 
capabilities of GIFs, eight- 

bit PNGs are usually best 

for successful web graphics. 


PRE-FLIGHTING TIPS 
Pre-flighting is the crucial final 
step before creating a PDF or 
sending your files to a printer. 
InDesign has an excellent pre- 
flight utility that will check your 
colours, fonts, images and other 
document attributes. XPress 
users should use a third-party 
utility, such as Markzware’s 
Flightcheck Designer. 


Knockout (Default) 


RESOLUTION MATTERS 


An image that looks great on 
screen won't necessarily print 
well. For offset printing you 
should have at least double the 
screen ruling (consult your 
printer to find the value). For a 
typical book or magazine with 
ascreen ruling of 150lpi (lines 
per inch) you need a resolution 
of 300ppi (pixels per inch). 


CMYK OR RGB? 
Remember to use RGB for 
documents destined for screen 
and CMYK for documents that 
will be professionally printed. 
To complicate matters, home 
inkjet printers often use the 
SRGB colour space and may 
produce better results from 


RGB documents. : 

SAVE HEADACHES: |= HOWTOCREATE —  CUSTOMPDFS ~ 
USE PDF SEXIER CUT-OUTS Your printer might be happy 

If you use QuarkXPress or Digital cut-outs for placement with the output settings you've 


InDesign, you'll be used to 
sending files for print as PDFs. 
When faced with a document 
destined for the printing press 
created in Word or another 
non-typical application, convert 
the document to PDF before 
sending it to the printer. 


OVERPRINTS 

AND KNOCKOUTS 

It’s hard to gauge the effects 

of overprints and knockout. By 
default, items placed in graphics 
apps, such as InDesign, are set 
to ‘knock out’ the layer below. 
Overprints, which should be 
used sparingly, sit on top, and 
all inks are printed. 
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Overprint 


in DTP applications were once 
created simply by placing an 
EPS containing the raster image 


chosen, but you should check. 
Many would rather you use 
their own settings, but the 


and a clipping path. But modern PDF/X standard (www. 
applications support placing pdfxreport.com) or pass4press 
Photoshop files and using (www.pass4press.com) 
graduated alpha transparency recommendations are always 
rather than harsh clipping paths. a good place to start. 


OUR EXPERT: Jason Arber | OCCUPATION: Journalist/designer | URL: www.childrenoffinland.com 


SMOOTH YOUR TEXT 
Unless you flatten the image, 
saving a PDF from within 
Photoshop will keep any text 
layers in your document as 
vectors. This means your 

PDF can be printed and the d 
text will look smooth, regardless | o _ 
of the resolution of any raster 
information in the file. 


SPINNING PLATES 

If you're serious about print, 

you should invest in Adobe’s 
Acrobat Professional. Among its 
invaluable features is the ability 
to check plates, ensuring that 
stray spot colour plates are not 
included in your artwork and 
that the spot plates you do want 
are all present and correct. 


es ~ “a 
nits Sel Be 


ESSENTIAL PHOTOSHOP SKILLS GUIDE — 21 


o) 


You'll find all the files 
you need to complete 


this tutorial in the ‘Depth’ 
folder in Section 1 on the 
CD, or via the interface. 


3-4 hours 
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Jodie and 
David, aka 
Peskimo, 
have been 
creating 
characters together for 
four years. The duo's 
illustrations and 
animations have adorned 
vinyl toys, clothing, 
magazines and TV sets 
through work for MTV, 
Sony and Pictoplasma. 
Visit www.peskimo.com 
to find out more. 


=» PHOTOSHOP & ILLUSTRATOR 


BLURRING EFFECTS 


The right set-up and a few Photoshop effects can help you to add impressive depth of field to your illustrations 
and give them a sense of realism no matter how unreal your creations are. Peskimo shows you how 


> Character design and vector 

illustration are often characterised 
by bold colours and simple, solid forms. 
Photography, on the other hand, is full 
of unique textures and ever changing 
variables. One of the most natural 
characteristics of photography, which is 
often lost in illustration, is focus. 

Take any photo and chances are there’s 
some evidence of varying focus in the 
image, and the same can be said for video. 
It’s one of those effects that you don’t even 
think about when you see it; your brain 
automatically processes the image and 
determines that some elements are far 
away, some elements are close up and some 
(usually the most important ones) are the 
right distance away to be crisp and visible. 

Before we started this illustration we 
looked at photographs and then took out 
the digital camera and played around with 
the Macro feature. By doing this you can 
see depth of focus in action and apply it to 
your own work. Knowledge and experience 
of this photographic technique will 
ultimately help you to mimic it. 

When adding depth of field to a vector 
illustration, the key is in the set-up and in 
making the composition of the piece look 
natural once the blurring effect is applied. 
Here you'll work through the set-up of a 
layered illustration and also look at some 
tricks and techniques that you can apply 
to enhance the effect and really give your 
illustration extra depth. 

Illustrators spend a lot of time pouring 
their heart into every last detail of their 
work — the last thing they want to do is blur 
it into oblivion in Photoshop. However, 
used correctly, adding depth of field to 
an illustration can give it a subconscious 
realism that detail alone can’t match. 


Illustration and tutorial by Peskimo 
www.peskimo.com 
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To start, first sketch your composition on 

paper. Consider the later stages of this 
tutorial and the fact that the foreground and 
background will be blurred and hard to 
distinguish. If it is to be a narrative piece, 
make sure this will obscure nothing that is 
essential to the story. 


As you are reproducing a photographic 

effect, it can help to add other elements, 
such as reflections, shadows and dimension, 
however slight, to the illustration. Scan the 
sketch into your ‘techno box’ and open up 
Illustrator, or if you'd rather, convert it by eye. 


It's important to remember that the 

blurring effect in Photoshop can reduce 
the edges of objects. For this reason, it's best to 
work with a suitable amount of bleed that can 
be cropped in the final stage of the tutorial. 


Begin by creating the basic shapes of the 
different elements in the piece. When 
placing the foreground objects, don’t worry too 
much if they overlap the layers behind them. 

Once blurred, the objects behind will be 
more visible and this will add to the effect. 
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TOOLS BLUR EFFECTS 


APPLICATIONS 
OF FOCUS 


Construct your illustration on different 

layers, each one being a different depth 
and therefore requiring a different amount of 
blur. You can have more than one object on 
each layer, such as two or three tentacles, as 
long as they're all at the same virtual depth in 
your illustration. 


ADD TEXTURE 
QUICKLY 


Next, you can start to add some detail. 

Remember that after the foreground and 
background objects are blurred there won't be 
much detail visible, so stick to simple shapes 
and don't waste too much time creating eye- 
popping detail that you're going to lose. 


When you blur a large, flat object, only its edges will appear blurred, 
so it's important to add a texture to back up the visual effect. Here we've 
copied the tree’s shape and added a texture fill with reduced transparency. 
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The ripples and reflections 
from the tentacles are all part 
of the water — as opposed to the 


tentacles that they are created by - so these sit 


on the same layer with it. 


The surface of the water is the one object 
that transcends multiple depths. You'll 
need to add perspective to this later to support 
it. For now, Copy the water object and Paste it 
into a new layer in the same position (Ctrl+F). 
Fill it with a bright colour, such as magenta. 


1 Once you have added detail and 

completed the illustration, you need to 
export it as a Photoshop document. This will 
preserve the all-important layers. When 
exporting as a .psd file, ensure that Write 
Layers is checked and that you have unlocked 
| and made all layers visible. 


= cat 
1 Now you can launch Photoshop and 

open up the file you just exported. You 
may find that some of the layers are flattened 
already. If not, just right-click the relevant 
folder in the Layers palette and select Merge 
Group to flatten that layer. 


LILLE LLLE EA Z 
1 Open the file pattern.psd from the CD 
in Photoshop. This was created in 
Illustrator and is just a rectangle with a custom 
fill of horizontal lines, but you can create your 
own if you'd prefer. Now copy the pattern on 
to the main illustration just above the copied 
magenta block layer. 


AL 


1 Use Edit>Transform— Perspective to 
give depth to this surface pattern for the 

water. Then, position the patterned layer so 

that it covers the magenta copy of the water. 


A ; 

14 Hold Ctrl and click the layer preview 
for the magenta block. This creates a 

marquee for the contents of that layer. Now 


Shift+Ctrl+l to select the inverse and delete this 


space from the pattern layer. 


ee ee 
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17 Next add a Layer Mask to this layer. 

Create a custom gradient of white-to- 
black-to-white by clicking on the Gradient 

preview in the tool info box. Add new points to 

the gradient on the bottom of the preview and 

use the Color Picker to define its colour. 


1 Delete the Magenta Block layer and 


alter the Blending Mode of the pattern. 
Set Layers to Darken and Opacity to about 25 
percent. When you're happy, merge this with 
the other background layer below. 


1 Start by 
blurring the 


background. First, 
create a copy of the 
layer on top of itself 
and apply a Lens 
Blur to this new 
layer. Set the Radius 
to about 50, or at 
least to an amount 
at which the blur 
looks natural. This is 
where your research 
comes in handy. 


1 Create a Gradient Fill on the Layer 
Mask just under the horizon line and 
end it so that the midpoint is level with the 
in-focus elements of the illustration. The 
background and water should now appear to 
change its depth as it comes towards you. 


1 Now, starting with the foreground layer, 

use the Shape Blur tool {or Gaussian 
Blur if this filter is not available) to blur the 
various elements layer by layer, reducing the 
blur amount as you get closer to the one layer 
that will remain in focus. 


BLUR EFFECTS TOOLS 
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2 When using Shape Blur, the shape you select is used as the basis for 

the blur. For the most natural lens effect, use a circle. If one isn't 
shown in the palette, click the small arrow to the right of the shape options 
and select the Shapes library. 


2 You should now 
crop the image 
down so that any edges 
that got blurred into view 
are removed from the 
canvas. Cropping the 
image tightly will add to 
the effect. 


CUSTOM BLUR 


2 Py And now the image is complete, with a 

realistic photographic effect on a non- 
realistic subject. If you're looking for a bit more 
of a challenge, you could follow similar steps 
in After Effects and animate the scene. 
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You'll find all the files 
you need to complete 
this tutorial in the ‘SciFi’ 
folder in Section 1 on the 
CD, or via the interface. 
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Per 
Gustafson is 
a graphic 
i \ designer and 
*, artist from 
Sweden. Since 1998 he 
has delivered his modern 
digital art to clients all 
over the world, producing 
record sleeves, posters, 
websites and various 
commercials. As well as 
founding the internet 
media company 
Geidemark Gustafson 
(GX2.SE], he has also 
worked freelance for 
Modernstyle for the last 
eight years. Find out 
more by visiting his site 
Wwww.pergustafson.com. 


3-4 hours 
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ADVANCED LIGHTING TOOLS 


ADVANCED LIGHTING 


Swedish illustrator Per Gustafson uses a number of essential techniques and reveals the key tips you'll need 
to push Photoshop to another level, creating amazing lights and particle effects that are sure to impress 


The traditional thinking is that 

= Photoshop is an image manipulation 
package designed for adding effects to 
illustrations and photos. However, a high- 
end Photoshop artist can create artwork 
from very simple elements in Photoshop 
using the application’s extensive toolset. 

Photoshop’s layering and lighting effects 
are particularly good for creating sci-fi and 
astronomical artwork. Photoshop is used 
extensively in visual effects in this way to 
add lighting and extra effects to CGI 
elements. Almost all of today’s sci-fi 
television programmes and films have 
used Photoshop in their production. 

In this tutorial you’ll focus on special 
techniques for creating sci-fi style artwork 
in Photoshop, especially lighting effects. 
Working from simple elements, lines and 
brushstrokes, images can be modified using 
Photoshop’s distortion tools to create space 


effects such as stars and nebulae. You'll also | 


make extensive use of the Displacement 
tool, which is really great for creating 
textures. Although I created this image 
using Photoshop CS2, many of the tools 
used can also be found in Photoshop CS. 

I'll walk you through the artwork and 
explain how to use different tools and why. 
I'll also use basic filters and explain what 
more you can do with them. The beauty of 
Photoshop is that each tool and filter can be 
used in several ways to achieve potentially 
unlimited effects. The only limits are your 
imagination and patience. 


Illustration and tutorial by Per Gustafson 
www.pergustafson.com 
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When | created this image, | started with 

a blurry background created simply 
using a brush and the Gaussian Blur filter. 
This image was just something to build 
the illustration on, so either create your 
own for this tutorial or open the file named 
background.psd from the CD. You will | 
achieve much better layer effects if you | 
don't use a pitch-black background. 

| 


To start, create some random lines and 
transform them into a pattern to give 

| the image some depth. The simplest way to 
create a thin line is to use the Marquee tool 
before selecting Fill. 


Now distort the image 

to get perspective on 
the chosen layer. Use the 
Marquee tool and right-click 
on the chosen layer. Right-click 
again and select Distort. The Transform tools 
also offer a wide range of functions for 
distorting images, but because you're 
working with a bitmap you must be careful 
not to cause pixelated effects. 


Duplicate the lined layer three or four 
times and use layer effects on some 
copies. Apply Motion Blur to soften the lines. 
You can see the effect of the background as 

it lights up the lines. Play around with the 
Transform tools and change the position of 
the lines to get more depth. Make the front 
layer more opaque and the layers behind 
smaller with less opacity. Organise the lines 
by creating a folder in the Layers palette. 


> 
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Now use the 

Displace filter to get 
more contrast in the 
blurry background. This 
can be used on almost 
anything and can bea 
really useful filter once 
you've learned how to 
handle it correctly. 
Simply duplicate the 
background image and 
choose Displace, set the 
Horizontal Scale to 300 
and Vertical Scale to 
800, and then select the 
background.psd. 


To use this as a pattern layer, sim 


eae Mus 
ply create a colour layer above and 


, 


merge it with the displacement layer to make it black and white. This 
prevents weird colours appearing when you use layer effects on this layer. 


MANAGING LAYERS 


Apply the Multiply layer effect to the 
displacement layer before moving the 
layer between the background and the lines. 
Try using the Soft Light or Overlay effect. 
This will inject more character into the 
image, and by moving this layer around 

you can see changes in light, shadows and 
contrast over the whole picture. You might 
also want to try playing with brightness and 
contrast on this specific layer. 
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Now you'll need to create something | 

call the Displace Light layer. Make a new 
| image witha black background and, using a 
simple brush, draw lines freehand on a new 
layer in white. You can always undo your 
changes if you're not happy with the result. 


tock: ly + @ 


Use the Displace filter on this layer with 

the previous values or experiment with 
similar ones. Use the background.psd as a 
Displacement Map, or use any other .psd. Try 
this a couple of times until you're happy and 
then drag the layer to your main image. 


1 You'll see that the image has more 

depth with the Displace Light layer 

| above it. To make this layer fit, choose the 

| Marquee tool, right-click on the layer and 
select Free Transform. Right-click again and 

choose Distort to make your adjustments. 


1 The easiest way to inject colour into 
the whole image [and still be able to 
adjust it without merging everything) is to add 
a colour layer and play around a little with the 
Opacity and Adjustment tools. Try a soft light 

layer combined with a colour layer. Try to 
keep the Displace Light layer above these 
layers, because otherwise these adjustments 


| will affect everything. 


1 To set more of a focal point to the 

whole composition, start by creating 
a blurry light. Use a soft brush 100px in 
diameter, and draw some details on a new 
layer called Smokelight. It's best to add 
these details to the brightest, or at least one 
of the brighter, areas of the image. 


1 As in step 4, create lines using the 
Pen or Marquee tool, this time 
starting from the bottom-right and working 


; your way into the middle. Now apply Motion 


Blur in the direction of the line to smear out 
the ends. Repeat this procedure on a couple 
of clones of the layer and keep merging the 
layers during this process. 


1 Use the guidelines to find the centre 

of the image, select the Elliptical 
Marquee tool and hold down Shift+Alt to 
drag out a circle from the point where the 
guidelines meet. Right-click inside the 
circle and choose Stroke to make a line two | 
or three pixels wide. Repeat this process a 
couple of times on different layers and then 
remove parts of some circles before merging 
all the circle layers into one. 


1 Create a new layer and immediately 
change the layer effect to Color. Now 
paint the areas you want to colour with a low 
opacity and experiment with the Gaussian 
Blur filter. Duplicate layers and try different 


| colours on different layers. If you look at the 
| layer order you'll see that I've included four 


| layers of colours only on the focal point. 


1 Once again, choose Free Transform 

to adjust the circle layers. You can 
also use the Distort filters to adapt these 
elements to the image. However, these 
elements can be used for much more, and 
by changing their perspective you add a 3D 
effect and depth to the image. 


Choose some 3D elements to liven 
up the illustration. | added asteroids, 


1 


which were rendered in LightWave piece by | 
piece, to give a space-like feeling. Open the 


stones.tiff file from the CD and Paste it 
between the background and light layers. 
Lights shouldn't always necessarily be kept 
above everything else, but with the focus on | 
light here it’s probably best to do it this way. 


| make a new image 
| and use the Pen 

| tool to draw some 

| dots. Duplicate the 
| layer and add some 


| the clone, then 


| merge everything. For this image | made 
| some small dust clouds, which can be used 


1 


1 To create 
intergalactic 
dust or galaxies, 


Gaussian Blur on 


as details. They're especially effective around 
an explosion or light source. 


Apply Radial Blur on each of the clouds 
with the Amount set to 10 degrees and 
the Quality set to Draft. Unfortunately, Radial 


| Blur still doesn’t have a preview facility and 
| the render can be rather tedious, but in Draft 


quality it processes considerably faster so 
you'll probably find you can afford a couple of 


attempts to get it just how you want it. 


| the Marquee tool, choose Free Transform 


ADVANCED LIGHTING TOOLS 


2 To make sure that the clouds turn 

out with the desired spinning galaxy 
effect, duplicate this layer a couple of times 
and rotate it around the focal point. Using 
the Draft quality render, work to keep the 
particles intact rather than smearing them 
out. This should give an impressive result. 


2 Create a new layer and add some | 
white lines to increase the detail. With | 
| 
and then Warp. Alternatively, these lines | 
could be transformed with Perspective and | 
Distort, but | think Warp works best in this 
case. This is a good example of how small 
elements can make a big difference: just 
playing around with 2D elements created in 
Photoshop can have an important effect. | 
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BEST PRACTICE 


DIFFERENT STROKES 


Finally, merge a selection of layers and adjust Color Balance and 
Contrast. This is a great way of spicing up the glow and lighting, 
| but be careful not to overdo the contrast because this would destroy the 


| finer details and make some parts disappear into really dark areas. 
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You'll find all the files 
you need to complete 
this tutorial in the ‘Blend’ 
folder in Section 1 on the 
CD, or via the interface. 


b) 
xD 


) Justin Maller 
is a digital 
artist and 

b, designer from 

i Melbourne, 

Australia. He is currently 

completing a Bachelor 

of Creative Arts at 

Melbourne University, 

while creatively directing 

the crew over at 
depthcore.com. Visit 
http://superlover.com.au 
or http://depthcore.com 
to find out more. 


1-2 hours 


LAYERS TOOLS 


oly 


LAYERS MASTERCLASS 


By blending photographs and digital objects together, it’s easy to create stunning artworks, says Justin Maller. 
Here he uses a few simple Photoshop techniques to create a balanced and cohesive multimedia composition 


> Working with multiple digital 

mediums can be a challenge, 
especially when incorporating three- 
dimensional or abstract forms into digital 
photography. However, creating an image 
that successfully blends these two 
disciplines can yield some wonderful and 
innovative results — otherwise abstractive 
forms of illustration can be given a more 
commonplace context, while even the most 
boring photograph can be enhanced and 
given a new lease of life. 

In this tutorial, you’ll be shown how to 
get the most out of your digital work, and 
how to really work a photograph to its full 
potential by seamlessly separating central 
figures from the background, and then 
blending them smoothly with digital 
artwork and forms. 

The main focus of this tutorial is on 
demonstrating how to create a composition 
that can have its core elements, such as 
colour, sharpening and depth, edited at any 
time in the production process, in order to 
create a balanced whole. By the end of the 
tutorial, you should have a firm grasp on 
how to blend elements together, how to use 
advanced sharpening techniques, and how 
to use often under-appreciated Adjustment 
Layers to their full, unifying potential. 


Illustration and tutorial by Justin Maller 
http://supertover.com.au or http://depthcore.com 


To start, open Photoshop and import the girl.jpg file from the CD. As it stands, this 


photograph is pretty uninspiring and unsuccessful, so here we'll try to revitalise it 
| and use it to create something much more interesting. 


Using the Pen tool, carefully trace 
around the figure. For accurate results, 


| zoom in to 300-400 percent and create as 


many anchor points as possible. There’s no 
quick way to do this; it just takes plenty of 
patience and a very steady hand. 


[-take Setect a 
Ferwerng Ce 
Feather Radus: [iT pixets Cancel 
© Antraliased 
Operation 


© New Selection 


Right-click/Ctrl-click on your completed 

outline, and navigate to the Make 
Selection option. Ensure that the Feather 
Radius is set to 0, and that the Anti-aliased 


and New Selection boxes are checked. Next, | 


name your new layer Cutout. 


width: [T—pvets. [__OK J 


a new layer. After deselecting, defringe 

| your new layer. If your cut-out still looks 

clunky, Ctr/Command-click on the layer to 
| select it and then modify it using the Selection 
| Modify menu. Contract the layer by 2px, 
} smooth it by 2px, invert it, then hit Clear. 
Defringe it again, and even the roughest 
! trace should now start to look good. 


Now Copy and Paste your selection into 
| 
| 
| 
| 
: 
| 


- 
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DUPLICATE 
SHARPENING 


Copy both layers, link 

the duplicates and 
flip them horizontally. 
Position them to overlap 
slightly. You can integrate 
them now with a Layer 
Mask and a gradient, but 
I'd recommend using an 
object integration later to 
achieve the same effect. 


Open up objects.psd from the CD, then Copy each layer into the new 


Copy the Cutout layer into a new 

document that measures 2,500x1,500px 
and apply a Duplicate Sharpen to the layer. 
Adjust the Opacity to about 50 percent to 


bring the details of the figure outa little. Add | 


a Layer Mask and fine-tune with a medium 
brush. Name the layer Cutout Sharpen. 


document, arranging them behind the Cutout layers. Spread them 
with the natural angles of the figure, at roughly 90 and 45-degree angles, 
defringing as you go. Fill the background with black. If you want the 
objects to have a larger spread, now’s the time to enlarge the canvas. 


32 
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fine-tuning them with Layer Masks and 
careful brushing. Some objects will respond 
better to this than others, so take your time 
and use a brush set to medium Opacity to 
fine-tune over-sharpened areas. 


To stop the figure looking ‘stuck on’, you'll | 


- 


need to blend it with the background 
objects. To do this, simply select the 
characteristic that has the most in common 
with the objects - in this case the hair - and 
set about blending. Make a selection of the 
top part of the figure’s head, then Cut and 
Paste it into a new layer. 


Normal =] Opacity: 
lock: Ox @ Ft: fooxe TP) 
¢ i | 7] headfade 


1 Now set the Layer Mode of this 

new layer to Screen and name it 
Headscreen. Duplicate it again, revert to the 
Normal Layer Mode, and add a Layer Mask. 
Name this new layer Headfade. 


Apply a gradient that appears 
transparent at the top of the head and 


solid at the bottom. This will make the screen 
come in gradually, and the actual opacity will 
| never fade. Ensure the Headfade layer is 
positioned above the Headscreen layer and 
then repeat the process for the other figure. 


To get a stronger sense of integration, 
move one of the objects to the 
foreground. To do this, duplicate one of the 
objects and drag it above all other layers. Hit 
Ctrl+T to Free Transform, then scale down 


| and rotate to taste. Name the layer Smallobj 


and place it between the two figures. 


Ctrl/Command-click the Smallobj 
layer to make a selection. Fill this 


1 


| with black in a new layer. Deselect, and then 


apply a mild Gaussian Blur (4-5px). Drag the 
layer behind the actual object, set the Layer 
Mode to Multiply at 75 percent Opacity and 


| then position below and to the right to create 


an adjustable, movable shadow. 


LAYERS TOOLS 


z ‘ 
14 Now repeat this technique on the / ! SESE 
background objects so that they stand 1 You'll need to create some variation 
out from each other. Follow the photograph’s in the background to bring out the —_ é 4 

natural light source on either side to achieve | details of the objects and the shadows. To do 20 Now you can bring everything together pal 
consistency, fine-tuning with Layer Masks. this, create a new layer, set the Opacity to 15 Channel Mixer Adjustment Layer (Layer->NewAdjustmentLayer 


(NB: If using this technique at a later date on | percent, then drag out a quick vertical black —>ChannelMixer). Play around and experiment with the values in each 
photographic backgrounds, always make and white gradient. Alternatively, you could of the RGB channels until you find a colour combination that suits you. 
sure that no shadow falls on the sky. import a texture image, desaturate it, and 
then add a Layer Mask to spice things up. DEFRINGING 
i # 
| 
Pe. 
1 Add varying amounts of Depth & Glow “ : 
(D&G) to the background objects. 2 Add a Curves Adjustment Layer, x 
Adjust the D&G layer’s Opacity according to dragging to make the shadows cially useful wh , 
depth - the further back the layer is, the darker and the highlights brighter. This will 
higher the opacity should be. For a finer 1 Create another layer, then select the give your piece an even level of contrast, add i 
result with extra depth, fine-tune the D&G Ellipse shape tool and check the Fill more depth and smooth out imperfections. 3 
layers using a Layer Mask to make certain Pixel option. Hold Shift to drag out a perfect 
parts of the objects clearer than others. white circle that is bigger than the actual 
document. Position it so that the lower half pM DEPTH & GLOW 
sits below the bottom of the document. Geigee(e fis fz 


1 Create another layer and circle, 


1 Duplicate one of the more detailed 


position it in the middle of the first 2 A Color Balance Adjustment Layer 
‘obj’ layers. Drag it to the front and circle, Ctr/Command-click to select it, then will enrich the colour scheme you 
Free Transform it. Select the Screen Layer delete it from the original circle layer to choose. With your Channel Mixer, move the 
Mode and position the layer in between the create a nice fat ring. Add a Layer Mask and slider towards the colours that make up 
two figures. Now, using a Layer Mask and a drag a gradient on a 45-degree angle. Repeat | your palette. Experiment with the values 
medium opacity brush, blend the object with this process with an inverse gradient to adda | until you're satisfied with the result and 
the hair to create a smooth transition. thinner outer ring. balance is achieved. 
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You'll find the files you => PHOTOSHOP & FLUID MASK 


need to complete this 


tutorial in the ‘Best’ 
folder on the CD, or via = 
the interface. You'll also 


find a link to download a : : ’ , 
trial of Fluid Mask. Fed up with cut-outs that look like they've been done with a pair of shears? Then sharpen up your results 


PTIMENEEDED WE 


30 minutes 


Years ago, I worked on an antiques | Complex — which I’ll cover in more 


comm, )} = magazine, and I would always detail on the opposite page. 


Dylan dread the annual collectable teddy bear The real beauty of Fluid Mask is the 

Channon is feature. It always took me many hours wide range of methods it uses to apply 

Saeneren to cut out the fluffy little fellas from the masks, depending on different types 

Se their backgrounds, which ranged from of image. I’ll get you started by focusing 
Publishing and has tablecloths to someone’s front lawn, and on using brushes to apply masks, but 
worked in magazine after all my efforts, they still looked like once you get under the skin of Fluid 
publishing for over I'd cut them out with a rusty knife! Back | Mask you’ll uncover a range of other 
15 years, mainly on then, I would have killed for a tool such methods for creating masks. : Sn 
specialist consumer as the brilliant Fluid Mask. Here I’ll show you how to create Fluid Mask 2.0 uses three basic mask 
titles. Hehas aise Fluid Mask from Vertustech is an masks with the Exact, Local and Global Wynescn eae CUT AnS 3 Keep mask 
provided professional 2 3 : ; (green) for pixels you want to retain, a Delete 
InDesign training for incredibly powerful Photoshop plug-in brushes, then reveal the best way to edit mask (red) for discarding unwanted image 
a number of magazine for creating cut-outs from pretty much your masks and create a full Photoshop —_|_ areas, and a Complex mask (blue] that deals 
art editors. any background. It works on the principle | cut-out. You’ll never have to draw another with the edges between the two [seen in the 

of three masks — Keep, Delete and clipping path again! | image on the left). 
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There are three different ways to apply Here, | have used a combination of the 


each mask using a brush. First, the brushes available to ‘paint in’ the red 
Exact brush applies masks to anything Delete mask. Now you could also paint in a a Re age es LMRet CaN ne 
you paint over, just like the Brush tool in Keep mask, but it’s easier to choose Image Using the exact Keep mask brush, simply paint back in 
Photoshop. Here, | have applied a Delete AutoFilll mage from the main menu. Fluid the areas of the stem that have been flooded by the 
mask (red) to some of the unwanted Mask will create the Keep and Complex Delete mask. In the Tool options, check the Include Delete 
background image. The brush size can be masks automatically. and Include Complex boxes to ensure that your tool affects 


adjusted in the Tool options dialog box. only these masks and not your existing Keep mask. 


FIND OUT MORE 
- a = 

The Local brush applies a mask to any In this image, you can clearly see the 

pixels you paint, plus adjoining similar- three masks in use. To create a test ITU) 2 
coloured pixels. Think of this brush like render to see how the cut-out looks, choose Finally, use the Exact, Keep or Delete 
the Paint Bucket or Magic Wand tool in the Camera icon from the main toolbox and brushes to clean up any stray pixels, then 
Photoshop - the tolerance of the brush can drag it over part of the image to preview the click on the Output tab of the main image 
be adjusted by selecting a smaller or larger cut-out. Change the background image preview window. This will finally preview your 
size and changing the Brush Strength colour by clicking the swatch at the bottom cut. Again, use the colour swatch at the DUPLICATE LAYER 
setting in the Tool options box. of the toolbox. bottom of the toolbox to toggle between 


transparent and coloured background colours. 


When you paint with the Global brush, ‘ 7 = Be a 
it applies a mask to pixels in the entire In the bottom area of the image, a test Fit 
image similar to those you have already render reveals that the edge definition an 


painted, regardless of their proximity to the has been lost and the Delete mask has 10 Now choose Save and Apply from the main menu [not available in 


area in which you're painting. In the flooded into the stem because of the the trial version) and your image will be returned to Photoshop, 
example shown above, painting the green similarity in colour between the stem andthe | beautifully cut out on a transparent background, with nice soft edges like the 
background selects all similar colours on background. This can be rectified easily, as petals shown above. Now save as a native PSD file and import into InDesign, 
the image. you'll see in the following step. or montage a new background into the image as | have done here. 
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2 
You'll find all the files 
you need to compete this 


tutorial in the ‘Texture’ 
folder on the CD, or via 


the interface. 
a 
AY 


9 Justin Maller 
» isa graphic 
artist from 
Melbourne, 

= Australia. He 
is currently completing a 
Bachelor of Creative Arts 
at Melbourne University, 
while also creatively 
directing the crew at 
depthcore.com. Check 
out his portfolio at http:// 
superlover.com.au 


1-2 hours 
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PHOTO ADJUSTMENTS 


Using stock images to texture and enhance your photos can give standard portraits an artistic twist. Justin Maller 
reveals how to achieve a range of effects in Photoshop by experimenting with Adjustment Layers, modes and masks 


Photo manipulation has always been 

one of the most enduring and popular _ | 
genres of digital art, and also one of the 
most accessible. It is a great discipline to 
work within in order to learn the many ins 
and outs of Photoshop, as you work your 
way through the infinite combination of 
experiments which you can use to augment 
and alter your own photography. 

By blending multiple photographs 
together and adding your own lighting 
effects, you can yield a range of wonderful 
and innovative results, which can transform 
a simple snapshot into a work of art. 

Thanks to the myriad stock-photo sites 
currently available on the internet, you now 
have a veritable smorgasbord of royalty- 
free images to use as you see fit. In this 
tutorial, you'll see step-by-step how to use | 
stock imagery as multi-faceted textures, 
alternate backgrounds and even custom | 
highlight brushes. 

In the following steps, you’ll also 
discover a variety of ways in which to use 
combinations of multiple Adjustment 
Layers to enhance and balance your 
composition, as well as a few simple 
techniques that will help you to quickly 
create an assortment of colour variations 
of your final image. 

I have provided a set of royalty-free 
images on the disc for you to work with, 
but feel free to use your own if you'd prefer. 


Illustration and tutorial by Justin Maller 
http://superlover.com.au 


| standalone 
| photograph, 


First open 

Photoshop 
and import the 
girlstock.jpg 
file from the 
CD. This 
image works 
wellas a 


but it contains 
more negative 
space than it 
should, and 
has little to 
distinguish it 
from the pack. 


Using the Pen tool, carefully start to | 
trace and isolate the different elements | 


of the photograph - the face, white space 
and arm. Make separate selections of these 
parts, then copy each into its own layer, 
naming as you go. Zoom up nice and close, 
and take your time so that you create the 
most accurate traces possible. 


Next, select the 

Cloudstock layer from 
the Layers palette. Now 
CtrY/Command-click on 
the Face layer to select it, 
then add a Layer Mask. 
This will instantly apply a 
Layer Mask that displays 
the Cloud Multiply on the 
face only. 


Import the cloudstock.jpg file from the 

CD. This image will serve as a darkening 
ambient texture, so select the Multiply layer 
mode and position the texture over the face. 
Experiment with the placement and 


| orientation until you are happy, ensuring 


that the entire face is covered. 
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MOVABLE FLARES 


FAIRY FLARES 
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Deselect the ‘link’ icon that joins the 
layer to its Layer Mask. This will allow 
you to move and alter the Cloud layer while 
keeping its application zone restricted to the 
‘face’ selection. Click on this Layer Mask in 
the Layer toolbar to edit it, and then use a 
large brush to remove the overlay from the 
eye, nose and mouth area. 


ee ee ee 


Import a stock image of an antique, or 

use the chinese.jpg file on the CD. You 
can use pretty much anything here, but 
something with curves is ideal. Set the Layer 
Mode to Hard Light. This will add dimension 
and depth to your image. 


Repeat the Face layer mask technique 

to restrict the Hard Light on the face. 
Making sure you are working on the Layer 
Mask, select a medium brush and remove 
excess parts of the Antique layer. Try to keep 
this as tight and minimal as possible. 
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Import a stock image of a rock surface, 

or use the texture.jpg file on the CD. This 
will be your heaviest texture. Position the 
texture over the face and repeat the Face 
Masking procedure. Set the layer to Multiply 
and carefully brush the texture into place, 
avoiding the eye and mouth areas. Ensure 
that you present a contrast; don’t ‘drown’ the 
image by texturing the entire area. 


Duplicate the Rockstock layer and remove 

the Layer Mask. Resize the image to 75 
percent and move it over the neck area. Flip 
the image horizontally or vertically, before 
applying a fresh mask and adding finer detail 
wherever desired. This is an effective method 
for adding variations to your strong textures, 
and can be used with other texture layers 
whenever desired. 


1 Duplicate the untextured base Face 


layer and bring it to the forefront. Add 
a Layer Mask and hide the whole layer. Now 
brush around the edges of the chin and 
hairline to bring out the natural highlights 
and contours that may have been obscured 
by the underlying textures. 


1 Use one of your Custom Highlight 

Brushes to apply a strong highlight 
next to the eye. Brush in white, then set the 
Layer Mode to Overlay. Reduce the Layer 
Opacity to about 65 percent so that it sits 
naturally without looking ‘stuck on’. You can 
now add larger highlights set to a lower 
opacity around the cheek and neck. 


Pak ». 
1 Add a Movable Flare {see Movable 
Flares, left] to the composition. Place 
it at the ‘origin’ of the Highlight Brush. For a 
softer flare, duplicate the Flare layer and 
apply a Gaussian Blur of 20 pixels, then set 
the Layer Opacity to 50 percent. 


13 Next, apply some Fairy Flares {see 
Fairy Flares, left). Minimal application 
is the key here; this is a great tool when used 
in moderation, but overuse produces tacky 
and obvious results. Apply the flares near 
existing highlights on the arm, curves and 
eye flare. For more subtle results, set the 
layer mode to Overlay. 


ADJUSTMENT LAYERS TOOLS 


2 Adjusting each channel's Contrast level in the Channel Mixer 
Adjustment Layer will have the smoothest and most powerful 

universal effect. Increase the Red contrast by 20 percent and drop the 

Blue contrast by 30 percent to achieve a fiery orange colour scheme. 


17 Remove the 

Gradient Mask and select Color 
Balance. Experiment with different 
combinations, exploring all variations within 
the Shadow, Midtones and Highlight sections. 
This is a good way to try out different colour 
combinations and to see how the variety of 
hues will interact with each other within the 
composition as a whole. 


; r : CUSTOM HIGHLIGHT 
1 Import cloudstock.jpg again and witness 

position it over negative space. Ctrl/ 
Command-click your Whitespace layer and 
add the appropriate mask. Unlink the mask 
from the layer and move into position. Set 
Layer Mode to Multiply. Duplicate this layer, 
reduce the Opacity to 50 percent and apply a 
20 pixel Gaussian Blur. This will ease the 
integration between figure and background. 


2 Add a Curves Adjustment Layer to 

bring out the depth in the piece. Next, 
drag the base of the curve down so that the | 
shadows deepen. Move this Adjustment 
Layer so that it sits beneath the Channel 
Mixer layer. This will give a stronger, less 
saturated, effect. 


18 Remove the Color Balance 
Adjustment Layer and apply Hue/ 
Saturation instead. Drag the Hue slider up 
and down, noting again which colours work 
well within the piece. This is a handy way to 
select an overall palette, but not a good way 
to get a balanced colour scheme, because 
some hues will distort and look out of place. 


1 Using a dark colour and a large brush, 
conceal the small areas of white in the 
hair. If desired you can use a duplicated layer 
of imagery to do this, but a simple brush job 
will achieve the same effect. 


1 Remove the Hue/Saturation layer and 
apply a Channel Mixer Adjustment 
Layer. The Channel Mixer is the best and 


1 Apply a Gradient 

Mask Adjustment Layer. Experiment 
with the different gradients and the Reverse most comprehensive way to build a colour 
feature. Try an ‘icy’ gradient (black-blue- scheme from scratch. Experiment with the 
white], a ‘fiery’ gradient (black-red-yellow], _|_ different values in each channel, noting the 
a ‘natural’ gradient (green-white], and soon. | effects each has. Bring the Red values up | 
Try to get an idea for what feels right to you. | slightly by about 20-35 percent. 


_ 


2 Finish by applying a fresh Color Balance layer that tweaks the 

highlights towards yellow. Apply a Layer Mask and use this 
Adjustment Layer to bring out the highlights of your flares and the eye 
area. Try adding Gradient Masks with gradient Layer Masks over the top 
for extra palette development. 
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10 CS2 SHORTCUTS 


In the past, the Crop Tool and 

Rotate Canvas command were 
used to level objects in Photoshop, but 
this is very time-consuming. Photoshop 
CS2 has a function that simplifies this. 
Choose Filter-Distort> Lens Correction 
and a Straighten tool will appear. Draw a 
line to define a new horizontal or vertical 
axis, and the image will be levelled to this. 


Large buildings or other objects 

shot from close up often appear 
to be ‘falling backwards’ because of lens 
distortion. Using the Lens Correction 
filter's Transform function, you can adjust 
the vertical and horizontal perspective of 
an image and easily correct the fault. 


The Lens Correction filter has a 

feature called Edge Extension. 
When dealing with printed matter it's 
often necessary to add some bleed space 
to the design. If the image is not large 
enough, the edges may need extending. 
This can be quite a monotonous task. 
Edge Extension lets you do the same 
thing with just a click of a button. 


Unsharp Mask is used to sharpen 

images, but it also sharpens all 
areas of the image - including those that 
need to be kept blurred. CS2 has a handy 
function called Smart Sharpen (Filter> 
Sharpen—>Smart Sharpen]. Using the 
Smart Sharpen dialog box, adjust the 
Amount and Radius and then select the 
preferred option from the Remove menu. 
If you've used Lens Blur already, just 
select it again to get the original results. 


Distorting images was once a 

difficult task, but now there’s an 
easier way thanks to CS2’s new Warp 
feature. By clicking Edit>Transform—> 
Warp you will summon a grid. Adjust that 
grid to create a range of new effects. 


When a picture lacks light you can 

use the Exposure function (Image 
Adjustments Exposure] to adjust the 
light level — in the dialog box adjust 
Exposure, Offset and Gamma. Although 
Photoshop already has many other tools 
for light level adjustments, this CS2 
option provides the most natural effect. 


Photoshop CS2’s Vanishing Point 

filter (Filter-Vanishing Point) 
enables you to edit images in perspective. 
Previously it was necessary to perform 
laborious skewing, but now you just align 
a perspective grid and clone away. 


If you use more than one Adobe 

program then it'll pay to get 
acquainted with Adobe Bridge. Use 
Bridge as a repository for all project files 
and to apply global colour settings. 


Use the new Smart Objects 
feature in CS2 to non- 
destructively scale and warp raster and 
vector images. Copy an Illustrator file, 

and then in Photoshop select Edit> 
Paste As>Smart Object. 


Photoshop's large array of 

functions can make 
searching for tools time-consuming. If 
you click Edit>Menus you will see every 
available tool and you can use colours to 
highlight tools for easier identification. 


Hong Kong based 
Johnny Cheuk 
developed his unique 
style by combining a 
bold imagination with 
inspiration drawn 
from the minutiae 

of daily life. His creations have graced 
Katalogue, Smooch Magazine and work for 
Fischerspooner. Here he shows us how to 
get the most from Photoshop CS2. Find out 
more about Johnny at www.acidbird.com 


Inverts the image 
Resizes and 
rotates the image 
Lets you preview 
CMYK mode while working in RGB 
mode 
Accesses the Filter 
option previously used 
or |: When using Brush tools, use ] 
to enlarge brush size and [ to reduce it 
Fills with the 
set foreground colour 
Fills with the set 
background colour 
Quickly duplicates 
the currently selected layer 
Selects the 
required layer and lets you enter the 
layer group into a folder 
Shows and 
hides rulers 
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You can easily get lost in the complicated image-editing 

and colour-adjustment tools within Photoshop. 
Sometimes the experience of working with vast tool options 
and settings forces us into a sort of tunnel vision where the 
only possibilities we consider are those that appear complex 
on the surface. Colour replacement, which initially appears to 
be the antithesis of any complicated adjustment, is an often 
overlooked method that allows you to quickly replace an 
isolated range of colour with another. 

There are a couple of different ways to approach colour 
replacement in Photoshop. The first method is the Replace 
Color menu option. Replace Color is found under the Image> 
Adjustments menu and, when accessed, presents you with an 
interface that can be regarded as a combination of two other 
familiar Photoshop tools. 

The top half of the Replace Color interface borrows heavily 
from the Select menu’s Color Range function. The logic of the 
interface becomes clear when you give it a bit of thought. The 
first step in replacing a colour is to specify the targeted range, 
and the features provided by the Color Range tool are 


For those occasions 
when you need to swap one 
colour for another, Photoshop provides a 


couple of tools that are an absolute necessity... 


your image file carefully. The sensitivity of the masked range 
can be altered and other colours can be added or removed 
from the masked area quite easily. 

The bottom half of the Replace Color interface bears a 
striking resemblance to the Hue/Saturation adjustment tool, 
which can also be found under the Image>Adjustments menu. 
Once your range has been specified and masked, the sliders at 
the bottom of the interface allow you to generate any possible 
replacement colour. In addition to the borrowed features, 
you'll notice that in two places there is a colour swatch that 
launches the standard colour picker. This enables you to 
specify a targeted range from within the colour picker and also 
choose a custom replacement colour from within the picker. 

If, after all that, interface-driven tools aren’t your cup of 
tea, Photoshop also provides a hands-on approach to colour 
replacement. Hidden beneath the Brush tool in the toolbox is 
the Color Replacement tool. This simplifies the task of colour 
replacement to the extent that all you need to do is paint over a 
targeted colour with a replacement colour. Yes, it really is that 
simple. So no matter which method you choose, colour 


You'll find the files you 
need to complete this 
tutorial in the ‘Replace’ 
folder on the CD, or via 


the interface. 
2 
za 


Expertise 
provided 
by Derek 
Lea, an 
— award- 
winning illustrator based 
in Toronto, Canada. Find 
out more about him at 
www.dereklea.com. 


1.5 hours 


designed for just that. The borrowed Color Range features 
provide everything you need to mask a region of colour in 


replacement is simple and very effective once you learn to 


Illustration by 
master a couple of vastly underestimated Photoshop tools. > Derek Lea, www.dereklea.com 
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KEYBOARD 
SHORTCUTS 


DUPLICATE LAYERS 


File Edit MEME Layer Select | 


Mode 


Duplicate... 
Apply Image... 
Calculations... 


Image Size... 
Canvas Size... 
Pixel Aspect Ratio 
Rotate Canvas 


= hee 


jew Window Help 


x & 

ORL 
Auto Contrast, TOXL 
Auto Color 
Curves... 
Color Balance... 
Brightness /Contrast... 
Hue/Saturation... 
Desaturate oxu 
Match Color... 


Levels... 
Auto Levels 


Selective Color... 
Channel Mixer... 
Gradient Map... 
Photo Filter... 
Shadow/Highlight... 
Exposure... 


tavert 
Equalize 
Threshold... 
Posterize. 


The Replace Color function works best on 
areas of clearly defined colour. This tattoo 
image is ideal for showing its capabilities. The 
Replace Color dialog will allow you to see what 
it would look like if different coloured inks were 
used. Choose Image—Adjustments Replace 
Color from the toolbar menu. 


Variations... =s 


Once the Replace Color interface appears, 

first ensure that the left-most eyedropper 
tool is selected at the top left of the Replace 
Color interface, then simply click with it on the 
colour you wish to select within the image 
window in the background. 


Selection 


| EAB d 


Fuzziness. 


[peace Omage 


Replacement 


Saturation: 


Lightness: 
Se ra 


As soon as you click on an area in the image, the colour is sampled and 

you'll notice a few changes in the Replace Color interface. The Color 
and Result swatches change to reflect your sampled colour, as does the 
foreground colour swatch in the toolbox. Next, turn your attention to the 
Replace Color thumbnail preview area. 
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When the Selection preview option is 

enabled, you'll see the selected areas of 
your image appear as white against a black 
background. Areas that appear as grey values 
are partially targeted areas. Also, you can 
switch to the Image preview method to see a 
reduced version of the file, useful if you're 
zoomed in considerably in the main view. 


While the Image preview method is handy 

for reference when you're zoomed in, you'll 
find that the Selection preview mode is most 
useful when you're editing the targeted colour 
range. The Fuzziness slider controls the degree 
to which similar colours are included within the 
selection. Try increasing the Fuzziness. 


As you increase the Fuzziness, the Replace 

Color tool targets a broader and broader 
range of colour, allowing increasingly more 
colours in the image to be included within the 
selected range. As you increase the Fuzziness, 
you'll notice more and more areas appear as 
white in the Selection preview. 


Hold down Shift and click again to add a 

distinctly different colour to the targeted 
range. Click on a different colour within the 
tattoo - the blue flame shapes, for example - 
and notice how much more area is converted 
to white in the Selection preview. 


Load... 


v Preview 


Ae 
Be | 


@ Selection © image 
| 


As you add a different colour to the 

targeted range, the colour swatches - in 
the Replace Color interface itself as well as 
in the toolbox - change to indicate a mixture 
of the sampled colours. You can see in the 
Selection preview above that too much of the 
background has now been included within the 
targeted range, so we need to drastically 
reduce the Fuzziness. 


Reducing the Fuzziness too much will 

result in almost all of the targeted colour 
range disappearing. So we'll reduce it a little, 
but we need to actively remove certain colours 
without reducing too much Fuzziness. Hold 
down Alt/Option and click on an area of the 
background in the image to remove the colour 
you click on from the targeted range. 


Selection — 
ears - | 


| Fuzziness 


Saturation, 
—_———4—_______. 


Lightness: 


1 You'll see white areas disappearing 
within the Selection preview, indicating 
they have been removed from the targeted 
range. You can click and drag while using this 
tool to remove a number of areas from within 
the targeted range. Clicking and dragging 
works with all of the Replace Color tools. 


LOO. sa pourra. 


Save color replacement settings in 


Save As: Untitiedaxt 


Bi Rex scratch 


LS Documents 
Bp Rex storage 


UB Ubrary 
| i Movies 
sk 
pained Music 
(2 Pictures 
ull Public 


A. Applications 
*) Documents 
fim Movies 

} Music 4 Sites 
© Pictures 


New Folder ) 


1 This problem of the background 
creeping into the selected area when 

we try to add the flames is becoming 

troublesome. The perfect balance seems to be 

miles away. There is a handy workaround, 

though. Click on the Save button and save a 

| preset file for your Replace Color settings. 


COLOUR PICKER 


COLOUR REPLACEMENT TOOLS 


1 Your targeted range is indicated by the 
white areas in the Selection preview. 
When you're happy with this, direct your 
attention to altering that range. Enabling the 
Preview checkbox in the Replace Color 
interface allows you to see your alterations in 
real time in the background image window. 


1 Start off by adjusting the Hue slider - 
the further you drag it in either 
direction, the more drastic the result. With 
Preview on, you'll see the change immediately 
in the background image as you drag. 
Selecting the Image preview option within the 
dialog while altering colour provides you with a 
constant reference of your original image. 


1 Sometimes, when you remove ranges 1 4 
of unwanted colour, you'll also remove 

ranges of intended colour by accident. In this 

case, we've lost the green flames from the 

targeted range. Hold down Shift again and 

click on them in the background image once 

more to get them back. 


Click the Cancel button to exit the Replace Color interface. By saving a 
preset file, we can pick up where we left off when Replace Color is 
launched again. Right now we'll use the Pen tool to drawa closed path 


around the arm only. Next, we'll generate a selection from the path to isolate 
the arm from the background. 


j~ Selection 
| (Fz) 


| Fuzziness: 


color: I Caneei) 
a7| GD 


} ; | , 


@ Selection Cimage 


@selection © image 


1 Again, you'll see in the Selection | aN: 

preview that a fair amount of ed aaaes = 
background area is included, so we'll need to | 
reduce the Fuzziness. Then we'll need to Shift- SS SN SE 
click to add targeted ranges back in again. 1 5 Open Replace Color again, click the Load button and load the preset 
This sort of back and forth process is often file you just saved. This enables us to pick up where we left off, and 
necessary to target desired ranges of colour. now we can be more liberal with our adjustments because they'll affect only 

the selected area. 


await 


1 Sometimes, as you alter the hue of a 
range of colour, it will look a little too 

vibrant or a little dull. In this case the purple 

colour was far too intense, so we simply 

reduced the saturation via the Saturation 

slider. Conversely, if the colour had been 

too dull, increasing the saturation would 

have been necessary. > 
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Replace Color 


Selection 


a? Color: e@ 


Fuzziness 37 


ae at: 


While the Replace Color 
interface is open, don't 
forget that you can still 
navigate the image in the 
background. Hold down 
the spacebar to access 
the Pan tool, then click 
and drag in the image 
window to move around. 
You can zoom in or out 
incrementally by holding 


D selection @ image 


Replacement 


Hue: 


Saturation: Result 


Lightness: 


2 Replace Color uses your current down the Ctri/Command 

1 The Lightness slider allows you to foreground colour swatch as the key and clicking either 2 Another approach is using the Color 

lighten or darken the targeted range of | selection basis, and also as the replacement the ‘+’ or '-’ key. Replacement Tool, which can be 
colour. Now, just because you're working on colour. Specify any colour from within your accessed by clicking and holding the Brush 
adjusting the Hue, Saturation, and Lightness of | image as the foreground colour by clicking on it tool in the toolbox. It is at the bottom of the 
the targeted range, it doesn’t mean you can with the eyedropper tool. Alternatively, choose flyout menu of brush options. When you select 
alter the range as you go. Everything within any colour from the picker by clicking on the it you'll notice a set of tool-specific features 
Replace Color remains live until you click OK. foreground colour swatch. appears at the top in the tool options bar. 


@ Photoshop File Edit image Layer Select Filter View Window Help 


2 All the blending mode options relate to 
colour in some way, but when it comes 


2 If the targeted range still needs to be 


refined, remember that it can be 2 Once you launch Replace Color, you'll see that your foreground colour | to replacing one colour with another, the Color 
altered at any point. Simply enable the was used as the basis for targeting a range of colour in the Selection blending mode is the most commonly used. 
Selection preview again and adjust the preview. Click on the colour swatch above the Fuzziness slider to launch the The basic brush options allow you to customise 
Fuzziness slider, adding and removing colours | picker, and choose your target range from the range of colours provided. round or angled brushes. 


at will. Your alterations will be visible in the | 
background image. 


joshon Fle Eat MINRUIN Laver Select Fier View Window Help 
CES MA GaiG] Mode > Pei 
adjustments 


| Color alance... 
Brightness /Contrast... 


| Hue/Saturation. 


27 Look for an area in your image that 
has a colour you'd like to replace. Then 


set the foreground colour swatch to the colour 
you want to replace it with. (Click on the swatch 


2 You can alter your targeted range as 
wellas the replacement colour as 
much and as often as you wish. When you're 


happy, simply click OK to apply the effect to 2 When the range of colour is defined, rather than use the Hue/ to open the colour picker.) Once you've set the 

your image. If there are areas that still need Saturation and Lightness swatches to create replacements, you can foreground colour, click once in the target area 

work, remember that you can simply launch click on the Result colour swatch. This launches the colour picker - this time and drag. Continue to drag and you'll notice 

Replace Color again. choose the replacement colour from within the picker rather than defining that the colour you originally clicked on is being 
the targeted range. replaced with the new foreground colour. 
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2 The crosshair in the centre of the 
brush (shown here in the pink section 
of the image] is what determines the source 
for the Color Replacement tool. Basically, this 
crosshair samples the colour that will be 
replaced when you use it. Its behaviour then 
changes depending upon the setting used. 
Don't let the crosshair extend beyond the edge 
of the colour you wish to replace as you paint. 


2 The Contiguous sampling method tells 
the brush to constantly sample colour 
to be replaced as you paint - this is the method 
we've used here. But if you choose the 
‘sampling once’ option, the brush samples only 
the first colour clicked on to replace as you go. 


3 You can be a bit less cautious when 

painting because the ‘sampling once’ 
method replaces only the targeted colour from 
the area you first clicked on. Here, we clicked 
on an orange area to replace, so when we drag 
the mouse on to an area of a different colour it 
isn’t replaced because it isn’t orange. 


31 Notice that when you change the 
sampling method back to Contiguous 
and do the same thing, the effect strays into 
other regions of colour. This is because the 
brush is now constantly sampling colour to 

be replaced as you go. Next, click on the 
‘background swatch’ sampling method button 
in the tool options bar. 


3 When you use the ‘background swatch’ 
sampling method, there's less to worry 
about. This option replaces only ranges of 
colour that are the same as the current 
background colour. Here, we painted 
recklessly, but only black areas were affected 
because that was the background swatch. 


[ @ Photoshop File Edit image Layer Select Filter View Window Help 


3 The Tolerance setting, which is exactly 
the same as that used by other 

Photoshop tools, controls the sensitivity of the 
Color Replacement tool when it's deciding 
upon the range of colours to be replaced. The 
higher the number, the broader the range. And 
chances are, you'll always enable the Anti-alias 
feature to produce smooth edges as you paint. 


3 The Limits options determine where 
the foreground colour will be applied in 
relation to the sampled colour within the area 
of the brush. Here we've set the option to 
Contiguous and painted over orange. Notice 
that even though areas of similar colour reside 
within the brush area, they aren't affected 
because they don’t touch the sampled area. 


COLOUR REPLACE 10 


© 
%, 


SPECIFIC COLOUR 
MIXES 


3 However, when you 
set the Limits option 
to Discontiguous and paint 
over the same area, 
something different 
happens. All areas that are 
the same as the originally 
sampled colour and reside 
within the brush area are 
replaced — notice the extra 
area of green at the bottom 
right of the selected area. 
This means that when the 
Discontiguous option is 
enabled, the areas of 
colour do not have to be 
touching to be replaced. 


3 The Find Edges Limits option replaces areas of colour that are 
connected, much like using the Contiguous option. However, the 

main advantage of using Find Edges is that it will do a much better job of 

| preserving sharp edge detail in shape areas of different colour as you paint. 
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There was a time when colour 
conversion wasn’t a concern for the 
designer. Colour desktop scanners were 
either unaffordable or inferior quality, 
photographers shot onto physical film, and 
the professionals at the service bureaus 
handled the drum scanning and colour 
conversion of actual transparencies. 
Fast forward to today: every designer has 
a colour desktop scanner, digital cameras 
are the norm, and most users understand 
Photoshop. Input devices such as scanners 
and digital cameras capture images in RGB 
format, but printing presses reproduce the 
captured images using CMYK inks. 
Somewhere in between image capture 
and printing, a conversion of colour is 
necessary, and this is where problems arise. 
There are still a handful of designers out 
there who aren’t paying attention to colour 
modes of files embedded into their layout 
programs. Even worse are the people who 
insist all that is necessary is to simply 
convert to CMYK mode in Photoshop, 
without adjusting the colour settings first or 
even viewing a preview of the conversion 
beforehand. Results can be disastrous. 
The most common complaint is that the 
RGB image shown on screen is not even 
close to what gets printed at the end of it 
all. Generally, when conversion is ignored 
or approached blindly, the results are flat, 
desaturated and lifeless. However, with a 
little understanding of the differences in 
colour modes, proper profiling and 
proofing, you can adjust things across the 
board so that what you see on the screen 
looks like what's printed. 


Illustration and tutorial by Derek Lea 
http://www.dereklea .com 
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CONVERT RGB TO CMYK — 


When it comes to ensuring that your images on screen match their printed counterparts, 
there are a few things you must understand about conversion to achieve success... 


PART 1: 
Colour spaces 


There are considerable 
differences between ranges 


of colour when comparing 
RGB to CMYK... 


RGB stands for the 

Red, Green, Blue 
colour model. These 
colours are the primary 
colours of light. When 
combined at full and 
equal intensity, they 
create white. RGB 
mode is used by image 
capture devices such as digital cameras and 
scanners as well as light-emitting devices 
such as monitors and televisions. 

usually in black.) 


These are the four 


ink colours used in four-colour process 
printing. The CMYK model is based on the 
light absorption of ink printed onto paper. 
All RGB files that are destined for print 
must be converted to CMYK. 


PART 2: 


Profiles and 
calibration 


In today's world, colour 
needs to be controlled 
throughout every stage of 
the workflow 


eee | 


i =a i 
RGB devices such as 

cameras and scanners 
will possess unique colour 
properties, just as there are 
subtle differences between 
individual musical 
instruments or televisions. 
This Raw image, captured cabanas 
by a Fuji Finepix S2 pro, has a profile 
embedded into it to transfer helpful colour 
information into Photoshop. 


CMYK stands for 

Cyan, Magenta, 
Yellow, and Key. (The 
Key colour, or Key 
plate, is the plate that 
contains the artistic 
details of an image, 


Embedded Profile Mismatch 


The document “DSCFO014.RAF” has an embedded color Profile 
that does not match the current RGB working space. 
Embedded: Adobe RGB (1998) 

Working: Monitor RGB - BlueEyex.1 - Monday, Ma... 
j~ What would you like to do? Bae aa 
| OUse the embedded profile (instead of the working space) 
| @ Convert document's colors to the working space | 
| © Discard the embedded profile (don't color manage) 


mN 


—_————_——_- 


This chart shows 

the visible 
spectrum - even 
sophisticated monitors 
cannot display it in its 
entirety. The solid line 
outlines the range that 
can be displayed by a 
monitor. The dotted line 
outlines the range that can be reproduced 
by CMYK. RGB colours that are out of CMYK 
range or ‘gamut’ will be affected adversely 
by the conversion process. 


SSH 
Coc) <== 


2 Once a colour profile is assigned to a file, 
Photoshop can then discover everything 
it needs to know to effectively manage the 
colour of that image if Photoshop's Colour 
Management is enabled properly. If the 
profile assigned to the image conflicts with 
the current working space, Photoshop > 


can offer the opportunity to convert it. 
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It's important to 

calibrate your 
monitor because 
Photoshop uses a 
monitor display profile to 
correctly display colour 
on the screen. You can 
use something as simple 
asa calibration assistant 
included with your 
operating system (right), 
or a hardware-based 
calibration system, such 
as the LaCie Blue Eye 
monitor series (below). 


BluekyeX.1 - Monday, March 8, 20. J show profiles for this display only 


(Open Profiie 
G80. _.. Display Sabloranor Assist, . 
Select a target white point 


Pa nt eee 


| Measuring the 
| Monitor 


Home 


Adjust the Brightness and Contrast controls of your 
monitor so you can see all the rings. Then place 
the calibrator over the center of the rings and press 
the Next button. 


Compute Gamma 
Verify Calibration 


Non Digital Monitor 


PART 3: Using Photoshop 


Colour-related features make Photoshop an 
excellent tool for RGB to CMYK conversions... 


ids is CONS SOCIO cscs 


LUnsynchronized: Your Creative Suite applications are mot 
synchronized for consistent coler, 


j-— Working Spaces. = 
RGB: [ SAGE TECS: 


| | (More Options) 
Wa | | Boreview 


‘Description ————$<$__—$$__—— - | 
jorth America General Purpose 2: General-purpase color settings for screen || 
| | and print in Narth America. Profle warnings are disabled. | 


Once you've calibrated your monitor, the next step is to set up 
Photoshop using the Color Settings dialog. You can access the Color 
Settings dialog under the Edit menu, then choose a General Purpose 
setting from the Settings menu. These are available in basic mode 
according to where you live. 
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‘Umeyrchroaed Your Qeaove Soe appease 
Spnchromre fr canter cle 


- settings: (US. Prepress Defauity 


2 Clicking the More Options button gives 
you access to conversion options, but it 
also adds more presets to the Settings 
menu. It's advisable to switch to any of the 
regional pre-press settings offered — this will 
change the default sRGB working space to 
Adobe RGB 1998. 


For North Americans, a good start for 

CMYK setup is ‘U.S. Web Coated 
(SWOP]’. This is a general setting, and there 
are others more appropriate for other 
regions of the world. If at all possible, you 
should have the necessary information 
from your press person for settings such 
as CMYK setup, but a general setting is a 
good place to start. 


When it comes to using the Adobe Color 

Engine and choosing a rendering intent, 
the defaults are a good start. Relative 
Colormetric is the most commonly used 
Photoshop rendering intent. You could also 
try experimenting with the Perceptual 
rendering intent because it compresses out- 
of-gamut colours. 


Effect Window Help 


Outline #Y 
¥ Overprint Preview XO@sY FS 
Pixel Preview X#Y | 


Proof Setup > 
Proof Colors 


Zoom In + 
Zoom Out e— 
Fit in Window #0 
Actual Size #1 


Show Edges 3H 
Hide Artboard 
Show Page Tiling 


Show Slices 
Lock Slices 


Hide Template 0 #W 


Hide Rulers sR 
Hide Bounding Box O#B 
Show Transparency Grid 36D 
Hide Text Threads OY 


Show Live Paint Gaps 


5 Once you've set up your colour settings, 
you can save them before clicking OK. 
That way they can be reloaded at any point 
later on. When you're using the Relative 
Colormetric rendering intent, out-of-gamut 
colours will be clipped when you convert to 
CMYK. Choose View>Proof Setup>Custom 
from the menu. 


| Proof Setu 
otoshop File Edit image Layer Selechwzryes 


Fit on Screen 
Actual Pixels 
Print Size 


Screen Mode 


Lock Guides 
New Guide... 
Lock Slices 


Clear Slice: 


6 Specify the device to simulate [in this 
case, it’s the same as our CMYK set-up], 
and set the rendering intent (in this case 
Relative Colormetric). Click OK and then 
choose Proof Color from the View menu. 
When Proof Color is enabled, you'll get a 
more accurate preview of how your image 
will change when converted to CMYK. 
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PART 4: Other applications 


Whether you're using Adobe applications or QuarkXPress, profiles and 
conversion settings can be used... 


x 378 | QW 
vo asa Oy 


3 When you've set up your Color Settings 
within Photoshop, go ahead and save 
the settings. This will prove useful for 
providing consistent colour throughout all 

of the Adobe Creative Suite tools. The first 
step in consistent colour across the board is 
to launch Adobe Bridge. Choose Edit> 
Creative Suite Color Settings from the menu, 


7 Enable the Gamut Warning feature in 
the View menu. All pixels that lie 
outside the gamut of the current proof 
profile space are now marked with a 
highlight colour that’s specified in the 
Photoshop preferences. These out-of- 
gamut colours will suffer when you 
convert to CMYK. 


ww i 
‘Suite Color Settings 


") Synchronized 
Your Creative Suite applications are synchronized using the same 
color settings for consistent color management. 


e%— — Colorsync Workflow 
Tt > 


t oot tha reset on ip 
aBe Emulate Photoshop 4 ae 
! show Expanded List of Color Settings Files 
(Show Saved Color Settings Files”) CRD Ctaneei ) 


: sc NLD 
4 Your saved colour settings from 
Photoshop will appear alongside a list 
of others. Go ahead and select your colour The standard sRGB 
settings and click Apply. This will Space is generally 


ADOBE RGB 


: synchronise all of the colour settings in the considered unacceptable 
1 The excellent soft proofing and the on- various Creative Suite applications. Try for editing photographs. 
8 You can leave the gamut warning screen accuracy in Photoshop provided enabling the ‘Show Expanded List of Color The colour gamut of 
enabled and then perform colour by profiles and the colour settings means Setting Files’ checkbox to see some more SRGB is smaller than 
adjustments to your image to try to eliminate | that more people are working with RGB files available options. CMYK in some ways. 
the problem. Here, we're using Image for longer periods before converting to Adoue RGB is a colour 


Adjustments Hue/Saturation to reduce the 
saturation of the image. Highlights will 
disappear as you solve the problem, but the 
disadvantage to using global adjustments is 
that they affect the entire image. 


CMYK. Some QuarkXPress users place RGB fo 
images in their layouts and allow XPress to | qs Srmctronize: Your Cretve Ste apptication are 
perform the conversion to CMYK. J = sermanacement 


synchronized using the same color settings for consistent 
Sanungs: (“dere Photoshop i) 


space with a wider 
gamut, and this will 
enable you to convert 
from RGB to CMYK with 
very minimal clipping of 
the CMYK colours that 
are present. 


SH Advanced Mode 
Working Spaces 
RGB: | Monitor RGB - BiuefyeX. 1 - Monday, Marc... 
(Mv: ("Cotorsyme CMYK = Generic CMYK Profile oa 


Color Management Policies 
ace: {OFF 


LCMV: ( Preserve Numbers dgnore Linked Profiles) fi) 


Profile Mismatches: _) Ask When Opening 


Color Range. 


Select: | # Sampled Colors (i) —) (ore) 


| Fuzziness: [a3 


INFO PALETTE 


Missing Profiles: Ask When Opening 


The Info palette allows 
you to see two different 
readouts at once via the 
Info palette options. 
Configure the settings so 
you get a CMYK readout 
in the Info palette when 
you're working with an 
RGB image. Move the 


Conversion Options 
Engine: { Adobe (ACE) 
Intent: (Relative Colorimetric 


|. eee es 
[Peston ts ann’ wos nding to Vw a 


OSetection @ image 


Selection Preview: None i] 


Using a selection tool such as Color When placing RGB images into XPress, 


Range will allow you to create a many users unwittingly output their Now you need to launch another Adobe eyedropper over various 
selection around just the out-of-gamut files with the Print Colors setting set to application other than Photoshop. Here, areas in the image. Any 
colours. Then when you reduce the Composite CMYK. If Color Management is we've opened InDesign and straight away colours that are out of 
saturation of the selected area, the rest of not enabled, XPress uses a built-in algorithm | the visual consistency is apparent. Take gamut will have an 
the image remains untouched. When you're to make the conversion, producing usually a look at the Color Settings under the Edit exclamation mark 
satisfied with your soft-proofing methods, unimpressive results. Remember to enable menu. There will be a message at the top of displayed beside them 
choose ImageMode > CMYK from the Color Management in the QuarkXPress the dialog box telling you that your Creative in the CMYK readout. 
menu to convert. preferences to make use of profiles. Suite applications are synchronised. 
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You'll find the files you 
need to complete this 
tutorial in the ‘Metallic’ 
folder in Section 1 on the 
CD, or via the interface. 


») 


20 mins 


i Jeff Knowles 
}, graduated 
with a 

BA (Hons) 
degree in 
Graphic Design from the 
University of Salford 
before moving to London 
to join Research Studios 
in 1998. There he has 
worked on projects 

for, among others, 
Macromedia, Bonfire 
Snowboarding and Old 
Navy. Find out more 
about his work at www. 
researchstudios.com. 


wil 


METALLIC PRINT EFFECTS 


There are several ways to add metallic effects an 
demonstrates, adding an extra metallic Pantone 


d inks to your images, but, as Research Studios’ Jeff Knowles 
layer to your channels makes the process quick and easy 


Adding an extra colour to your 

> print job can greatly enhance the 
overall look of your final piece. Using 
metallic Pantone colours is just one way 
of doing this, and there are hundreds of 
colours to chose from, so you don’t have 
to stick to the standard golds or silvers. 

Pantone colours can be used in a 

number of different ways. Perhaps you 
could turn all of your text silver, or use a 
metallic colour on flat areas, such as logos 
or graphic shapes. When working with 
Pantone colours within an image, you 
have two options — you could use the 
Duotone feature, which mixes two spot 
colours applied to an image or, as shown 
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| extra spot channel within a CMYK image. | 


in the following tutorial, you can create an 


By using the latter, you can utilise the 
full colour range while enriching the 


| image with the metallic Pantone or, right 
| at the other end of the scale, when you 
| have a one-colour job to print. Metallic 


Pantones are perfect for this situation, 
because they help you to turn a dull, one- 
colour design into a stunning piece of 
work. Here’s how to do it. 


| Illustration and tutorial by Jeff Knowles 


www.researchstudios.com 


First choose yourself a suitable black- 
and-white image. This will become the 


| basis of your illustration. Open the image or 
| photograph in Photoshop, making sure that 
| it remains flattened and black-and-white, 


although set to CMYK. 


Now, in the Channels palette, duplicate 

the black layer and invert your new 
duplicated layer by dragging the Black 
channel onto the Duplicate Layer icon at 
the bottom of the panel window. Next, 
invert the new duplicated black layer by 
pressing Ctrl/Command+l. 


Black copy 


CHANGE 
YOUR COLOURS 


Why not try the same 
process but with 
different colours? 
There are over 300 
different Pantone 
metallics to choose 
from, so you don't just 
have to use silver. Try 
using colours that 
would usually be 
considered dull, such 
as brown. These 
colours can produce 
fantastic results when 
printed in metallic. 


y- Channel: 


Input: |70 
Input: |10 


Output: |9 | a 


| Output: |100 


Channel: | Black copy a 


Curves 


| ad 
Cancel) 


ed) 


In the Menu bar, go to Image 

Adjustments>Curves [or hit Ctrl/ 
Command+M}, and set the White point 
Input to 10 and the Output to 0. Now set the 
Black point Input to 70 and the Output to 
100. This will provide a buffer for the 
overlap of the black and metallic ink. 


Back in the 

Channels palette, 
select New Spot 
Channel. When the 
pop-up menu appears, 
click on the red square 
labelled Color. This 
will take you to the 
Color Picker, where 
you can select your 
Pantone colour. 


New Channel... 
Duplicate Channel... 
Delete Channel 


New,Spot Channel... 


Ly 


Channel Options... 


Split Channels 


Dock to Palette Well 


Palette Options... 


__New Spot Channel 


| Name:|SpotColorl 


Ink Characteristics { 


Color: a 


Solidity: [0 | % 


| 


KEEP IT DOWN 


Bear in mind that the 
more colour you use, 
the less dramatic the 
results will be. All 
metallic Pantones are 
made up froma 
metallic silver base, 


therefore the stronger 
the colour, the less 
metallic the effect. The 
Pantone metallic 
swatch book will help 
you to pick the most 
suitable colour. 


Color Libraries _ 


Book: ' PANTONE® metallic coated Zs] 


2 
a 
L 60 
a of 
b 2 


Type a color name to 
select it in the color list. 


[New Spot Channel 


PANTONE 8003 


In the Color 

Picker, click on 
Color Libraries and select Pantone Metallic 
Coated from the drop-down menu. Now 
choose Pantone reference number 877 and 
click OK. This will give you the standard Pantone 
metallic silver. Finally, click OK in the new Spot 
Channel palette. 


Name: [PANTONE 877 


tink Characteristics 


Color 


Solidity:[0 | x 


In the Channels palette, 
select the Black Copy layer 
you created earlier and Select All 
by hitting Ctr¥Command+A. This layer will be 
copied and pasted into your new Spot Channel. 


Now you have selected 
| everything, Copy and Paste 
(Ctr¥CommandsC and Ctrl/ 

| Command+V) the black layer into your new 
Pantone 877c spot layer. You can now delete 
the Black Copy layer you created earlier. 


Turn all of the other Channels on. As you 

do this, you will notice that all the white 
areas of the image have turned to grey. This 
is Photoshop's way of showing you exactly 
where the Pantone metallic 877c will print in 
your final image. 


Format.) ¥ Photoshop: 
Photoshop FPS: 
Uie Adobe Dialog wre 
te Leege Dacumert Format 


; E Spot Colors 
Photoshop POF 


Pars emer 

1. web Coated (SWOM) 
| 

} 


Caneel) 


Next, go to File-Save As and select 

Photoshop DCS 2.0 from the Format 
drop-down menu that appears. Click Save. 
The Photoshop DCS 2.0 format retains spot 
colour channels in the image so your printer 
can make an extra printing plate for the extra 
Pantone colour within the image. 


OCs 2.0 Format 
Preview: | Macintosh (8 bits /pixel) Soo B aeQ 
WD Cancel) 
Encoding: ' ASCII8S i] 3 
— Include Halftone Screen 
OC Include Transfer Function 


DCS: | Single File with Color Composite (72 pixel/inch) 


CO Image interpolation 


10 Finally, youneedtoenterthe 
following settings into the DCS 2.0 

Format palette: Preview: Macintosh (8 bits/ 

pixel), DCS: Single File with Color 

Composite (72 pixel/ inch) and Encoding: 

ASCII85. And that’s it - your file should 

now be ready to print. i 
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wo) 
You'll find the files you 
need to complete this 
tutorial in the ‘Overprint’ 
folder in Section 1 on the 
CD, or via the interface. 
) 


“@ 
Daniel Lowe 
- f. and Norman 
Hayes, aka 
Waste, both 
graduated 
with BA [Hons] degrees 
in Graphic Arts from 
Liverpool Jon Moores 
University before moving 
to Burn Design Studio, 
Leicester, in 2002. The 
two have since founded 
Waste as an outlet for 
their design work, 
publications, posters 
and exhibitions. Visit 
www.wasteyourself.com 
to find out more. 


15-20 mins 


> 
OVERPRINT IN PHOTOSHOP 


Creating stunning print work using overprinting allows you to experiment with unique colour combinations 
and can sometimes create an unpredictable end result, as Daniel Lowe and Norman Hayes reveal 


Overprinting occurs when an 

> image, object or text is set to print 
over the top of the images beneath it. 
This is in contrast to a knockout, which 


removes the background images instead. 
When creating artwork for print in any 


popular design application, the default 
setting is for the objects to knock out, 
and printers tend to prefer this method. 


Because there is less ink on the page, the 


prints will dry much faster. 


There’s an element of experimentation 
when using overprint, since the computer 


screen is not able to show exactly what 
the final outcome will be. This helps to 
put the designer back in touch with the 
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printing process and tests and develops 
experience, because overprinting needs 
to be evaluated on a job-by-job basis. 


The degree of transparency in printing 


depends on the ink, paper and printing 


| method used. All black text elements at 
12pt or smaller can overprint, preventing 
the risk of getting a thin white line around 


the boundary of the type. 


In this tutorial we’ll show you the easy 
way to create an overprinted composition 


using bitmaps and vector graphics. 


Illustration and tutorial by Daniel Lowe 
| and Norman Hayes 
| www.wasteyourself.com 


~ 


= 


Nel) = Ne 8 ELN Zi) # 


2 28\ 014 


AG 


Etat 


[[@E Wiustrator File Edu Object Type Select Finer Effect View Window Held 
Be _ te : 


4 New Document 


same id=? | 2 
Artboard Setup (CEaneet 
Size: (M4 Bain: (237 mm Fae 
Units: ( Mittimeters RJ Helght: [210 mm 


Orientation: {if 


Color Mod 


fe 
CMYK Color RGB Color 


Create a new document in Illustrator 
measuring 250mm by 125mm in CMYK 


mode and give it a name. You'll need to set 
a 3mm bleed on the document. To do this, 
simply choose ViewShow Rulers and drag 
the guides 3mm out from the art board. 


Now you can define the colours for 

your design. You'll want to use a vibrant 
combination to show off the overprinting, 
So, using a Pantone swatch book, choose 
Pantone cyan 2995, Pantone magenta 7424, 
Pantone yellow 102 and Pantone black. 


You now need to add the Pantone colours 

to the main Swatches palette. Choose 
the Pantone Solid Coated swatch from the 
Swatches palette and type each Pantone 
number into the Find panel. Click on the 
selected colour to add it to the main palette. 


@_ Photoshop File Fat image layer Select Fiver View Window —Fetp 
(SBIR | ecm te | etme | Uta 


© Whustrator Fie Eat Object Tye Select Fike EMect 


Switch back to Loz! i 

Illustrator. Each : 
graphic element in this 
composition needs to 
be placed on its own 
layer and the colour 
should be applied from 
the main Swatches 
palette. Choose 
FilePlace to place 
the waste'.tiff on the 
artboard. Name the 


layer Pantone 2995, 


Create a second 


layer and name it 


Pantone 102. Choose 
File+Place and select 
waste2.svg to place the 
vector graphic on the 
artboard. Position the 
graphic so it's slightly 
offset over the top of 
the waste'.tiff image. 


© Whustrator File Fan Giject Type Gales Flier Fllect View Window Walp 
Bvraned-2 @ 1508 CME Preven) 


SE] Ss? NERO NY «7H 
al ERs. ban Distt SON eed 


Repeat the previous step, but this time 

create a third layer and name it Pantone 
7424. Place waste3.svg offset from the other 
graphics, making sure that the placed graphics 
bleed off the artboard. 


4 Open waste’ tiff on the CD in Photoshop 
and select ImagesMode Bitmap. 

Set the resolution to 300dpi and the Bitmap 
method to Halftone Screen, then click OK. 

Set Frequency to 40 lines, Angle at 180 
degrees and Shape to Round. Save asa TIFF. | 


{x Fie Con image Layer Select fier View Window Walp 
5 mS C2 


The final layer in this composition is 

another bitmap. Open waste4.tiff in 
Photoshop and choose Images>Mode> 
Bitmap. Now set the resolution to 300dpi and 
this time set the bitmap method to Diffusion 
Dither. Once that’s done, click OK and save the 
file as a TIFF. 


= = = ——— el 
In Illustrator, name your final layer 
Pantone Black. Now choose File>Place 
to put waste4.tiff on the artboard, lining it up 
with the bottom left-hand corner bleed guide. 


HAPPY ACCIDENTS 


Images and vectors 
set to overprint can 
sometimes create a 
desired effect, but 
quite often it’s done by 
accident. Be careful 

to check which colours 
you've set to overprint. 
Sometimes designers 
mean to knock out 
instead of overprint. 
And remember that 
when a white element 
is set to overprint, 

it’s quite likely to 
disappear altogether. 


OVERPRINTED 


STROKES 


If you are overprinting 
a vector with a stroke, 
it is important to 
remember to check 
the overprint stroke 

in the Attributes panel. 


To do this, select 

the strokes, choose 
Window Attributes 
and finally select the 
overprint stroke. 


[_@ Mustrator Fite Fan Oeject Ty 
vie Select Fite Pfecr — 
eo View 


3 


Fy sett g the objects to overprint is 45 


- Help 
iy * ra AP lt @ 30K (CMYK Comrie Preven) 


Open the Attributes panel by choosing Window-Attributes. 


Select each graphic and check the Overprint Fill box. Under the View 
menu, choose Overprint Preview. This shows the screen interpretation 


of how the overprint might look when printed. lm 
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ON THE CD ne 
You'll find all the files 
you need to complete 
this tutorial in the ‘Spot 
colour’ folder on the CD, 
or via the interface. 


2 
al 


Expertise 

_ provided by 
Jason Arber, 
Founder of 
Pixelsurgeon 
(www.pixelsurgeon.com) 
and Creative Director at 
design and media agency 


Children of Finland (www. 
Qh ctsesisecion 


lS 
| 
7 
~ 
; 
-* 


1 hour 
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SPOT COLOUR CHECK 


Special inks such as metallics, fluorescents and varnishes can add real impact to your design projects, 
and they are surprisingly easy to manage in Photoshop, Illustrator and InDesign... 


Spot colours — or ‘specials’ as they’re 

often called in the industry — are one 
of the last dark arts left in printing. The 
process of creating and managing spot 
colours for vector and raster images is 
shrouded in mystery, thanks to their 
inability to be cheaply hard-proofed, but 
with a bit of confidence — and Adobe 
Acrobat Professional — the process is 
actually very straightforward. 

Spot inks can either knock out the 
background (which punches a hole 
through the CMYK inks, ensuring the spot 
colour is crisp and vivid) or overprint the 
background (meaning that they sit on top of 
the CMYK inks and the colours blend). 
Previewing the different effects of knocking 
out and overprinting inks was virtually 
impossible until Adobe revamped how spot 
inks and additional channels were handled 
in Photoshop, InDesign and Acrobat. 

And while it’s still expensive and difficult 
to accurately hard-proof spot-colour jobs, 
soft-proofing spot colours has come on in 
leaps and bounds. Acrobat Professional 
enables you to preview individual plates, 
and the effects of different plates blending 
together has taken the crossed-fingers out 
of spot-colour work. 

In this tutorial, we’re going to create an 
A3 poster made up of a raster image with 
a silvery sheen and spot colour vectors. 
Remember, most printing presses are five- 
colour, so CMYK and a special can be 
printed in one pass. An additional spot 
colour or varnish will substantially increase 
the cost of the print job, because it must be 
passed through the press again. 


Illustration by Happy pets, tutorial by Jason Arber 
www.happypets.ch 
Oo- 


PART 1: Image manipulation 


Use a Pantone colour to enhance your image 
before bringing it into InDesign... 


- 


Edit IREPEH Layer Select Filter View Window Help | 
F Mode > 


Adjustments > Grayscale 
Duplicate... ] Indexed Color... 
Apply Image... ¥ RGB Color 


Calculations... CMYK Color 
Lab Color 


Multichannel 


image Size... 
Canvas Size... 
Pixel Aspect Ratio > 
Rotate Canvas > 


Y 8 Bits/Channel 
16 Bits/Channel 


Trim... 


Open a photograph in Photoshop. 

Ensure that the resolution is 300ppi 
(pixels per inch) or higher because this is 
for print. At resolutions lower than 250ppi 
you begin to lose sharpness. If the image is 
RGB, convert it to CMYK by selecting Image 
—>Mode-> CMYK Color. 


New Spot Channel 
Name: ‘Spot Color 1 


Ink Characteristics 


Color: 


Solidity: |0 | 


Go to the Channels palette (Window 

Channels) and from the pop-out menu in 
the top right select New Spot Channel. Don’t 
be tempted to name the new spot channel at 
this stage. 


Name: |PANTONE 877 C 


Ink Characteristics 


Solidity:[0 | 


. Color Libraries 
Book: (PANTONE® solid coated 


Type a color name to 
select it in the color list. 


pin the New Spot 

| Channel window; this will bring up a new 
window containing a dropdown menu of 

Colour Libraries. Choose ‘Pantone solid 

| coated’ and skim down the list until you find 

Pantone 877 C (which will be towards the end 

of the list). 877 is the colour for > 


| Pantone’s silver ink. 
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Image manipulation 
continued... 


New Spot Channel 


Name: [PANTONE 877 C 


Ink Characteristics 


Color: 


The spot channel now inherits the name of the Pantone ink. The 


Solidity: {70 | % 


Solidity option in the New Spot Channel window adjusts the 
transparency of the new ink so you can try to match how the ink looks 
in real life when CMYK colours are printed on top. This only affects 


how it appears on screen 


We want to add a silvery sheen. Rummage through the CMYK 


channels to find one that has a broad range of tones but a light ink 
coverage. Here, the cyan channel is perfect. Copy the channel and paste it 
into the empty Pantone 877 C spot channel. 


PRINTING 


Printers are your friends, 
so before starting a 
design containing spot 
colours or varnishes, 
speak to them. They'll be 
able to advise you on all 
aspects of the print 


process, with some 
printers even providing 
guidelines and settings 
for Acrobat Distiller or 
Adobe InDesign so that 
the PDFs are set up 
exactly as expected. 


With the silver ink now in place, you may 
want to double-click on the ink name in 


the Channels palette to bring up the Spot 
Channel Options window and adjust the ink 
solidity to preview the effect. Any changes 
made here will not carry through to Adobe 
InDesign or QuarkXPress. 
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PART 2: Poster layout 


Bring your prepared image into InDesign and add 


a logo and text to the layout... 


Sw As. Car sion set ped Ss 


= &@ Taxco B® 4 


Oem cs 2 Bie wanes 


SAVE AS DCS 


InDesign is flexible 
when it comes to placing 
! image formats, but 
QuarkXPress is less 
forgiving. If you want to 
place a raster image 
containing spot colours 
into XPress, save the file 
| in the Photoshop DCS 2.0 
U format. DCS stands for 
Desktop Colour 
Separation and isa 


Save the file as a Photoshop file - this will retain the spot 
channel information. If you're using QuarkXPress to create 
your page layout, you may want to save the file as a Photoshop 


DCS 2.0 file (see right). 


Document Preset: [Custom] 
Number of Pages: 1 Facing Pages 
master Text Frame 


page Size: (08 =) 
Orientation: [I ia] 


width: $297 mm 
Height: $7420 mm 
Columns 

Number: 21 Gutter: $4,233 mem 
Margins 

Left: $30 mm 
Right: 30 mm 


Top: = 30mm 


Bottom: $30 mm 


Bleed and Siug 
Top Bottom Left __ Right 
teed: Simm] 3mm )3mm 3mm 
Stuy: Simm Omm  Omm  Omm (e 


Open a new document in InDesign. In 
the New Document dialog box, uncheck 
the Facing Pages option since this will be a 
single-page document. Click the More 
Options button and create a bleed of 
3mm on each side. 


[Dl coma y=100 0 
BE c=15 m-100 y=100 K0 


S 


Draw an image box from top left to 


bottom right that fills the bleed area [the 


box should snap to the edges). Place your 
freshly minted Photoshop file into the box 
(File>Place...) and use the Control Strip 


options to fit the contents to the frame. The 


key thing to ensure is that the spot colour 


channel's ink colour now appears in the list 


of Swatches (Window-Swatches]. 


| 
| 
| 
| 
| 
j 
| 
| 


special EPS format that 
allows extra channels 
in addition to CMYK. 


Add some text to your design, filled with 

Pantone 877 C from the Swatches 
palette. By default, spot colours are set to 
knock out the background in InDesign, and 
because that’s the effect we want for punchy 
text (overprinting will dull the colour], we 
don’t need to adjust the overprint setting. 


Open a logo in Illustrator. From the 


Swatches palette choose the Pantone 
solid coated’ library. Change the ‘Pantone 
swatch library's’ appearance to List View 
and scroll to Pantone 877 C and apply it 
to the logo. 


BBE 100-0 va0K=0 
Th coo mei00 v0 Keo 

[Dl como ver00 Keo 

BB cuismeioov-100x-0 @ 
Bh ce7smesy-10k-0 
HE c-100m-90y-10k-0 
BD rantone a77€ 


ibutes 
Overprint Fill 


[3 Nonprinting 


Rather than ‘Place’ the logo, either copy and paste or drag and drop 

the logo into your InDesign layout (this is because InDesign won't let 
you change the overprint setting for placed vector files). Pasting or drag- 
and-dropping creates a filled vector shape which can be edited within 
InDesign. Select the shape and check the Overprint Fill box in the 
Attributes palette. 


Tl c=100 uo ve0K-0 
TB c-0me100 v20K=0 
LD c-0m-0¥~100K~0 
Bh 615 e100 ¥0100 «x0 
Wh 75 mes v=100 Keo 
Bh 100 4-50 va10 K=0 


Seeeeeke 
BREREBEHREE 


Initially there will be no change to the vector logo shape, because by 

default InDesign displays items that knock out or overprint the 
background in exactly the same way. However, if you choose Overprint 
Preview from the View menu the logo will become transparent to 
simulate how it will look when it’s printed. 


New Colour Swatch 
Swatch Name: Spot UV Varnish ’ 
Nam h¢ z 


Colour Type: {Spot — | [BB c-100m-0¥-0K~0 2 
Colour Mode: | CMYK x) ent: ~ - 
Se on ae |) c~0meo v=100 Ko 


Bh cuism-100v-10%—0 
[IM corswesveiooneo wl 
@ CH100 Meso IOK-O 
[By ranrone s77¢ an 


@ Cyan 30 
Magenta 0 


Yellow 10 


Black —oemmemomm 40 


You can create and apply a new spot colour within InDesign quickly by 
choosing New Color Swatch from the Swatches palette’s pop-out 
menu. Name it ‘Spot UV Varnish’ - an effect which is usually overprinted - 
and ensure the Color Type is set to Spot. Varnishes are transparent, so 
you can set the CMYK value to anything you like. 


Tl c-omes00veoKeo 
[El coo men vaso x0 
Bh c=15 42100 y-100 Keo 
BB c=75 2s yo100K00 
Tl c=100 200 ve10x=0 
Bh rovrone a7 


9 After clicking OK, the new Spot UV Varnish will now appear in the list 
of Swatches. Choose the logo and apply the new colour. Don't be 
alarmed by the fact that the logo is now the colour you gave the varnish: 
it'll print off as a separate plate and the printer will use the appropriate 
process to create the varnish effect. 


Liaise with your printer to export a 
print-ready spot colour profile... 


Hard-proofing systems 
may break down your 
spot colours into the 
nearest CMYK 
equivalents. This 

can be a problem for 
varnishes, metallics and 
some overprinting 
situations. The 
alternative is to soft- 
proof your work using 
Acrobat Professional or 
shell out for an analogue 
cromalin made 

from the plates or 

a wet proof. 


After saving your handiwork, it’s time to export your design 
as a PDF, the preferred file format for printers. Export the 
file (FileExport...) or use one of the existing PDF templates 
(File>Adobe PDF Presets [Press Quality]...) to create a PDF. 


TT ae Check with your 
Adobe POF Preset: ( {Press Quality (modified : printer to find out 
standard: ("None i) Compatibility: { Acrobat 7 POF 1.6) the settings they prefer 


(which you can save for 
later reuse with the Save 
Preset... button). In 
general for press work, 
ensure that all Marks and 
Bleeds are selected and 
the destination is CMYK. 
Choose the highest 
possible version of 
Acrobat in the 
Compatibility dropdown. 


Colour Conversion: { Convert to Destination (Prese... 1) 
Destination: { Document CMYK - US. Web... ia) 


Profile Inclusion Policy: { Don't include Profiles a 
Cink anager) 


Simulate Overprint 


POF /X 
Output Intent Profile Name, N/A 
Output Condition Name: N/A 
Output Condition identifier: N/A 


Registry Name: N/A 


} " ov 

‘Simulation Profile: (U.S. Web Coated (SWOP) v2 
CoSimutate ink Black —() Simulate Paper White 
tok Manager) 


Show. (All i] 


Preview: | Color Warnings 


Process Cyan 
TE Process Magenta 
1 Process Yellow 
| m Process Black 
Spot Plates 
| PANTONE 877 © 
| [G91 Spot UV Varnish 


In Acrobat Professional you can use the Output Preview function to check your 
separations (Advanced Output Preview...). If everything is correct, you should be 


presented with a dialog box showing the CMYK colours and the spot colours you've created. 
Check that overprints and knockouts are working as expected by turning the 
separations on and off. 


> 
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Ready for print continued... 


—_ Output Preview 


Simulation Profile 


US. Web Coated SWOP) v2 


C)simutate ink Black —(_) Simulate Paper White } 

Cink Manager ) I 

show: [al | 
| Separations 


Preview: | Color Warnings 


Separations 


Process Plates 


(QE Process Cyan ban 

Process Magenta 65% 
(Process Yellow 72% 
(QM Process Black 73% 


Spot Piates 
aa 


(OM Spot UV Varnish 


(D Total Area Coverage 


The silver ink in the background image is automatically set to overprint, so 

turning off the Pantone 877 C ink should make the background image lighter as 
the ink is removed from the preview. The silver used in the text was set to knockout 
by default, so when the silver ink is turned off you should be left with a white space. 


(3) Output Preview 


Simulation Profile 


‘US. Web 


) Simulate ink Biack (_) si 


Show: [ All 


Separations 


Preview: | Calor Warnings 


Warnings 


(A show Overprinting 


CO Rich Black 


Sometimes overprints can be hard to spot in preview mode, so by clicking Color 

Warnings in the Output Preview window you can check a box to highlight any 
overprints. After you're happy with your soft-proofing of the file in Acrobat 
Professional, you can finally send your job to the printer. 
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Expert profile: Jason Arber 


Jason Arber's experience as a design agency director and online editor 
means his knowledge of colour is spot on... 
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TIPS FEATURE 


OWER UP PHOTOSHOP 


Has working on large images brought your computer to a standstill? Jason Arber presents a few easy ways to get it back up to speed 


Dealing with large image 
> files in Photoshop is not 
the sole preserve of retouchers 
working on poster-sized images 
destined for glossy print 
campaigns. It’s entirely possible 
to rack up 100 layers or more 
while designing a website at 
screen resolution, and all those 
layers can soon add up to a 
gargantuan file that’s unwieldy 
and slow to work on. 

So what can be done? If you 
can afford it, the first thing you 
should do is buy as much RAM 
as your computer can handle. 
When dealing with Photoshop, 
there’s no such thing as too 
much RAM, but it’s apparent 
when you have too little. The 
second thing is to buy the 
fastest external FireWire drive 
you can and let Photoshop use 
it as a scratch disk. Photoshop 


) JASON ARBER is the co-founder and editor-in-chief of 
Pixelsurgeon, the online tech and culture magazine, and 
creative director at Children of Finland. Find out more at 
www.childrenoffinland.com. 


constantly writes invisible files 
in the background while you 
work, to keep track of your 
history states and so on. So if 
you have a fragmented hard 
drive or are running out of 
space, you'll soon feel 


Photoshop huffing and puffing. 


That said, there are a couple 
of tricks you can use that will 
cost you nothing and will have 
you running Photoshop at the 
top of its capabilities. Read on 
to find out more. 


TOP TIP: 

When working on really big files, 
you may want to consider using 
Photoshop's new large image file 
format, PSB. PSB files support 
documents of any pixel and file 
size. To save files in PSB format, 
select Enable Large Document 
(Preferences File Handling). 


J Cock co Paterte well 


2 New Layer oun 


dapat Layer 
i oo na 
How many layers == tw Croup Lave. 
do you have in your FE] ‘Bese 
Crow nee si obj 


large Photoshop files that 
are turned off? Do you 
really need them? If you 
don't, it's time to delete 
them. Ask yourself if it’s 
possible to merge layers 
(Layer->Merge Layers] 
or collapse folders into 
a single layer. You'll be 
surprised by how much 
space you start to save. 


B_ Photoshop File ZIM image Layer 
De | sto setect ayer 


Select Filter View 
} Undo Hue/Saturation 1 Layer 2 jj 


low onOne Help 


Photoshop writes 

large background 
files to keep track of your 
history states, so deleting 
these can quickly lead toa 
more sprightly application. 
However, lots of history 
states can be a life-saver, a Rocka 
so considera more ad-hoc | Mig at 
approach by purging all | 
the temporary files, the 
clipboard and Undo when 
you've reached a point in 
your project where you 
won't have to go back. 


Step Backward xz 


Purge 
Undo 


Adobe POF Presets... | a 
Preset Manager... Histories 


Color Settings... 0% 
Assign Profile... 
Convert to Profile. 


Keyboard Shortcuts... 
Menus. 


a Mok 


To ensure 

backwards 
compatibility with previous 
versions of Photoshop, the 
software fills saved files 
with additional data you 
don't need. If the file will 
never need to be opened 
with a legacy version of 
Photoshop, turn off file 
compatibility when you 
save each file, or turn it off 
completely in Preferences 


ie i Photoshop Format Options 
@ Maximize compatibility 


Turning off Maximize Compatibility may 
J) other applications of with other ver 


wy interfere with the use of PSD or ™ 
‘sions of Photoshop. — 


This dialog can be turned off in Preferences > File Handling > Fle Compatibility. 


(Photoshop—>Preferences 
File Handling). 
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CUTTING-EDGE TECHNIQUES oO 


Cutting-edge 
Techniques 


Ever looked at an illustration and wondered “How did 
they do that”? Here’s where you find out! Our leading 
illustrators will take you step-by-step through their 
techniques for creating stunning results, and also 
show you how to integrate work created in other 
software such as Cinema 4D or Adobe Illustrator... 


68 Creative compositing 

Te Out-of-focus tube using Pheruele 

80 Ergrevnig meh hiaues a 
82 Mix shiatanavector _ ss 

84 3 Perspective tricks ; 

90 Woodcut effects 

9% 60 Bhatoship filter tins: 


102 Photocopier effects 


106 Kaleidoscopic images 


108 Reflective surfaces 


112 Organic 3D effects 
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ON THE CD 

You'll find all the files 
you need to complete 
this tutorial in the ‘Cover’ 
folder in Section 2 on the 
CD, or via the interface. 


J 
a2) 


Hugo 
Delevante is 
a New York 
based 
illustrator, 
film director and visual 
artist whose clients 
include Calvin Klein, CBS 
and MAC Cosmetics. 
The image featured here 
was taken from his 
forthcoming book Human 
Bio. See more examples 
of his digital art at www. 
hugod.net or find out 
more about his studio at 
www.hodstudio.com. 
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COMPOSITING AND BLENDING MODES TECHNIQUES * 


=> PHOTOSHOP & CINEMA 4D 


| CREATIVE 
COMPOSITING 


By combining 2D and 3D elements, you can create breathtaking 


composites. Hugo Delevante shows you how by explaining the 
creative process behind his piece ‘Self Residual Image’ 


Compositing is a fundamental 
> illustrative skill, and this tutorial 
will reveal the techniques you need to 
layer a variety of different elements 
together — combining photographic, 3D 
and illustrative material. We'll be using 
Maxon’s brilliant 3D modelling 
application Cinema 4D to create some of 
the elements from scratch, before jumping 
to Photoshop to layer the individual files. 

Creating great artwork is as much about 
communication as it is about technique, so 
over the following pages you’ll be shown 
how to focus on telling a story with your 
imagery, using elements that give depth of 
meaning to your craft and combining them 
in subtle but striking ways. 

There are no hard and fast rules for 
compositing — anything goes. There are, 
however, several key Photoshop features 
that are central to the compositing process, 
including the Layers palette, Blending 
Modes and filters. Here you’ll employ both 


Illustration and tutorial by Hugo Delevante 
www.hugod.net 


basic and advanced tools to create ‘Self 
Residual Image’, using the primers we 
provide to streamline your workflow. 

Establishing a clean and consistent 
workflow is essential for any design project 
because it allows you to focus all your 
energies on creativity. Using keyboard 
shortcuts whenever possible and 
implementing best practice is vital, and the 
ability to select objects quickly, without 
leaving your canvas all the time, will make 
you more productive. We’ll show you how 
to collect all your elements together by 
placing them on your master canvas and 
then composite them together through 
intelligent use of the Layers palette. 

Often with illustrations, you can make a 
massive impact simply by executing simple 
concepts effectively. So by using primitive 
lines and fades with soft edges to create a 
seamless transition between images, it’s 
possible to make impressive, advanced 
composites, as you are about to discover. 
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=> PHOTOSHOP & CINEMA 4D 


Now select a basic ; —— 

primitive object from [4 File Edit Objects Tags Texture 
the Objects bar. To do this, |) | $ ¥| 
choose Primitive and then || Gi: 
Sphere. Now make a copy |) |-Sphere.1 @i:¥ % 
of the Sphere and increase |) | sphere @:v % 
the Radius to 125. You can || | 5 
now apply the Broken or Ger. aad . 
Explosion effect you can 
see in the main image by 


selecting Objects> Snap Settings 
Deformation>Explosion. |/4, mode Pat ieee 
Alternatively, you could use GF Explosion object (Explosion) a 
the BrokenElement.psd file} = ; 
provided on the CD. | [Beste HEeaER object : 
ce i ei or WV > 
This tutorial will reveal how to take several source materials and x Name [Explosion 
composite them to create an impressive piece of artwork. You should Visible in Editor | Default 
use Photoshop as your main compositing and workflow application, Visible in Renderer Coit 7 
which will allow you to layer up all the individual elements and make Use Color off 
them fit seamlessly together. You'll also jump briefly into Cinema 4D. Display Color > 
@ Enabled 
Object Properties ca ne ne 
New Strength [0% : 
Name: |Self Residual Dream eee pa Spa a = al 
Preset: Custom i) — Cancel ) End Size 0 | 
Width: |11 inches Randomness |100 % fe} 


Height: |7 inches a) Jelete Preset iL 
Resolution: |500 pixels/inch 3 


| Color Mode: { RGB Color jig) | 8 bit 


Image Size: 


| Background Contents; Transparent 
| 55.1M 


{iw} Advanced 


First create a new canvas [File>New) and give your image a name — 

in this case Self Residual Dream. Now select Custom from the Preset 
menu and input the following: Width - 11 inches, Height - 7 inches and 
Resolution - 300 or 500 pixels/inch. Select RGB Colour from the Mode 
menu and Transparent from the Background Contents menu. Save. 


You can now 


Next click on the Explosion icon before 


going back to the Basic Properties and apply some 
© FULLSCREEN MODE setting the Strength at 5 percent. Once the lighting. Select 
© F i Strength has been set, click and hold the Objects, then 
When working on an Explosion you have created and drag it into Scene and then Light. Click on the light and 
illustration it makes the copy of the Primitive Sphere. go to Basic Properties. Set the shadow to 


sense to enter 
Photoshop's Full Screen 
mode and remove the 
clutter from the 
background so you can 
concentrate fully on the 
task at hand. The easiest 
way to do this is by a= 3 ° 
pressing the F key. Press J — : = ce 
once to view your image Now transfer to Cinema 4D [you'll find a 
with a grey background, link on the CD to download a trial if you 
ECM mcr | need it), where you'll create a background to 
ona black background, give the piece a sense of depth. Select Scene 
and once more to return and then Floor from the Objects bar. Once — ee siacaaeaaaiaaiastaaaaaiaitaicaaaaa iiiacaeaaaiiimaaaaaiiiaals 
to the normal view. you've selected the floor, you can either Back in Photoshop, open all the source files provided in the Elements folder on the CD, including 
select or create an Object Centre Point. the broken element, ModelNatalie.tif, Cogs.psd, the blindfolds, the props and so on. 


Soft. Make a copy of the same Light and 
position one at the Right and another at the 
top of the broken sphere. Render out the 
desired perspective to Photoshop. 
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Drag each of the source files onto the 

master canvas you created in step 2 
using the Move tool (V]. As you drag each file 
onto the canvas, a new layer will be created. 
When you have finished, your canvas should 
look similar to the document above. 


It is really important to appropriately 

label all of the new layers you create, 
Having the discipline to do this will not only 
keep you organised, but also ensure that 
you know exactly what you are selecting as 
your work starts to develop. 


Layers \. Channels \ Paths (C) 
Normal | Dock to Palette Well 
tock: (C3) 71] New Layer... 
= Duplicate Layer... 
hd Delete Layer 


Delete Hidden Layers 


Layer Properties... 
Blending Options... 


Merge Down 
Merge Visible 
Flatten Image 


Palette Options... 


1 containing all the original files in the 
Layers palette so that you can return to 
them if necessary. Simply click on the arrow 
at the top of the Layers palette and select 
New Layer Set. A folder will appear, so label 
it and drag in copies of all your images. 


7 


Full Screen Mode with Menu Bar (F) 


1 Given that all your elements are 
overlapping and you efficiently labelled 
your source files, you will now have the luxury 
of being able to turn off all your layers and 
begin compositing. Press the letter F on your 
keyboard to jump to Full Screen Mode [see 
the tip on the opposite page, press V to select 
the Move tool and then turn off all your layers. 


1 Start by selecting the cogs, which need 

to be ona layer without a white 
background. Select the Magic Wand tool, 
select the white background and hit Delete. 
Now use the Move tool to position the cogs to 
the right of the window. Hold down Command/ 
Ctrl and click on an image and you'll be able 
to select and move it regardless of its position 
in the stack. Do the same for each element. 


1 Once 

you've 
adjusted the 
position of the 
cogs, focus on 
the centre point 
where the model 
and the broken 
effect will be 
placed. Click on the model, use the Polygonal 
Lasso Tool (L) to perform a clean selection, 
focusing on the model's face and upper body, 
and place her in the centre of the canvas. 
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1 You can now apply the red prop. ae — : = = 
At this point | also added some sero | 
clip art of a heart drawing over the | PinLight nes 


model and the cogs - experiment by 
adding similar elements into your own 
images. Next select Soft Light from the 
Blending Mode menu in the Layers Color 
palette to blend the clip art in with the 
image. Leave the opacity at 100 percent. 
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1 5 Turn on the background layer so you can see the Blending Mode 
between the images. If there are any dodgy areas, they can be 
cleaned up with the Eraser Tool (E]. To adjust your brushes, hold down 
Ctrl (right-click with your mouse in Windows). A small menu will 
appear by your cursor, so click and adjust any setting to your liking. > 
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Lighten 
Screen 
Color Dodge 
Linear Dodge 


Overlay 
Soft Light 
Hard Light 
Vivid Light 
Linear Light 
Pin Light 


Difference 
Exclusion 


Hue 
Saturation 
Color 
Luminosity 


1 6 Once you have cleaned up the edges of your image, you can turn on 

the layer containing the artist logo (HugodLogoD). Go to the 
Blending Mode menu in the Layers palette and select Lighten. Now turn 
on the layer called BlackLiquid, go back to the Blending Mode menu and 
select Multiply at 100 percent opacity. 


1 Apply the 
blindfold to the 
model by positioning 
it on the top of her 
head. Turn on the 
layer called Blindfold 
in the Layers palette 
and select Hard Light 
with an opacity of 100 
percent from the 
Blending Mode menu. 
Apply Blindfold2 and 
then set the layer's 
Blending Mode to 
Lighten with an 
opacity of 20 percent. 


Pathe 
Opacity: |20% iC) 
Screen : 

Fill: }10 
Color Dodge | _— cox 
Linear Dodge 


Overlay 
Soft Light 
Hard Light 
Vivid Light 
Linear Light 
Pin Light 


: Blindfold 2 
E 


Difference 


ESSENTIAL KEYBOARD 
SHORTCUTS 


You can quickly select 
any object on your 
canvas without having to 
use the Layers palette. 
Select the Move tool, 
press the Command/Ctrl 
key on your keyboard 
and click on the object. It 
will automatically be 
selected in the Layers 
palette and you can move 
it around. Quickly view 
tool options by selecting 
a tool and then Control- 1 
clicking on your image 

ona Mac, or right- 
clicking on it if you're 
using Windows. 


You can now add the props to the 
model's face and head. Turn on the 
layer containing Blindfold.psd and position it 
over the face. Do the same for the source file 
prop1and2.psd and set the Blending Mode to 
Hard Light with an opacity of 100 percent. 
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1 You will 
have 


Derken 

noticed that this rae ll 
process focuses ee — . 
mainly on using ag = x 
Blend Modes to Cede feo 
blend all the oe 7 Ne ion 
elements together. | ‘ui. EJ 
Blend Modes bine. we 
allow you to apply sit EJ 
many different aoa fag | ere 
effects to an we a | 
image and canbe | cxf jum 

a eeelial 


extremely effective = - 
when combined with different opacity 
settings. Experiment for the best results. 


Now duplicate the model. Select the 
Move tool [V}, click on the original, 


2 


press Option/Alt on your keyboard, hold 
down the mouse and move her to the left of 
the centre-point model. After making your 
duplication, label the new layer Ghost Image, 
select Normal from the Blending Mode 
menu and set the opacity at 65 percent. 


[ Rectangle Too! 
(@ Rounded Rectangle Too! 
@ Bilipse Too 
-) Polygon Too! 

. a Une Tig! 


w@ Custom Shape Tool 


eMccce 


The addition of lines will give your 
image an illusion of projection. Select 


2 


the Line Tool (U) from the Tools palette and 
apply it on a new layer. Ensure the line is 
white and draw it from one end point to 
another (as above] so that it follows the same 
angle of perspective as the model's face. 


2 Go to the Tools palette 

and select the 
Rectangular Marquee tool (M). 
Now go to Edit>Stroke, set 
the stroke at 2px and use the 
colour white. After you have 
created your box frame, select 
Edit>FreeTransform. To scale the image, 
hold down Ctrl (right-click your mouse if 
using Windows) and select Distort. 


Switch your focus to the centre of the 
image. Now is the time to make sure 
that all the colours and elements stand out 
and are not fading away into the background. 
Ensure that the composition works well, and 
if not, make any necessary adjustments. 


2 


2 


You can now apply the broken effect 
you created using Cinema 4D back 
in step 6 by duplicating your layer. This 
duplication can be done quite easily by 
holding down Alt/Option on your keyboard 
and then dragging the copied image with the 
mouse to the desired location. 
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PHOTOSHOP BLENDING MODES IN FULL 


Blending Modes affect the way pixels on different layers interact with each other. To get a better understanding of how they work, visualise a base colour, a blend colour and a result 
colour. The base colour is the colour of the pixels in the original image, the blend colour is the colour of the pixels in the layer being applied, and the result colour is what you'll end 
up with in your image. Below you'll find a breakdown of all Photoshop's Blending Modes: 


NORMAL 
Edits or paints each pixel to make 
it the default colour. 


DISSOLVE 
The result colour is generated 
by randomly replacing pixels 
with the base or blend colour. 


DARKEN 
Selects the darkest value from 
the base or blend colour as the 
result colour. 


MULTIPLY 
Multiplies the base colour by 
the blend colour and creates a 
darker image. 


COLOUR BURN 
Darkens the base colour to 
reflect the blend colour by 
increasing the contrast. 


Channel: RGB 


Input: |80 
Output: |136 


; 


Next turn your 


LINEAR BURN 
Darkens the base colour to 
reflect the blend colour by 
increasing the brightness. 


LIGHTEN 
Selects the lighter of the base 
and blend colours and creates a 
result colour. 


SCREEN 
Multiplies the inverse of the base 
and blend colours to create a 
lighter colour. 


COLOUR DODGE 
Brightens the base colour to 
reflect the blend colour by 
decreasing the brightness. 


LINEAR DODGE 
Brightens the base colour to 
reflect the blend colour by 
increasing the brightness. 


__8 


Vv Preview 


OVERLAY 
Multiplies or screens the colours 
so that patterns or colours 
overlay the existing pixels while 
preserving the highlights and 
shadows of the base colour. 


SOFT LIGHT 
Darkens or lightens colours, 
depending on the blend colour. 
Works like shining a diffused 
spotlight on the image. 


HARD LIGHT 
Multiplies or screens the colours, 
depending on the blend colour. 
Works like shining a harsh 
spotlight on the image. 


VIVID LIGHT 
Burns or dodges the colours by 
slightly increasing or decreasing 
the contrast, depending on the 
blend colour. 


select Layer> 
Flatten Image. 


Histogram... 


LINEAR LIGHT 
Burns or dodges the colours by 
slightly increasing or decreasing 
the brightness, depending on the 
blend colour. 


PIN LIGHT 
Replaces colours, depending 
on the blend colour. 


HARD MIX 
Posterizes the underlying layer 
based on the fill opacity setting of 
the layer it is being applied to. 


DIFFERENCE 
Subtracts either the blend colour 
from the base colour or vice 
versa, depending on which has 
the higher brightness value. 


EXCLUSION 
Creates a similar effect to the 
Difference Blend Mode, but lower 
in contrast. 


HUE 
The result colour has the 
luminance and saturation of the 
base colour and the hue of the 
blend colour. 


SATURATION 
The result colour has the 
luminance and hue of the base 
colour and the saturation of the 
blend colour. 


COLOR 
The result colour has the 
luminance of the base colour and 
the saturation and hue of the 
blend colour. 


LUMINOSITY 
The result colour has the hue 
and saturation of the base 
colour and the luminance of 
the blend colour. 


= — Wwormrar— 
2 Finish off by MIMEEEM Laver Select Diesohe 
giving your Mode > nein 
image a touch of Adjustments > Multiply 
polish. By applying a Color Burn 
Linear Burn 
glow effect you can aH image... 
effectively bring out Calculations... Lighten 
each of the elements. _ soe 
‘ : mage Size... 
First duplicate the eh ee Linear Dodge 
image by going to Rotate Canvas > Overiay 
Image Duplicate - Crop Soft Light 
there’snoneedto | Trim... Hard Light 
give it a name. Next Reveal All beean nese 


Pin Light 


Difference 
Exclusion 


Linear Light 


After flattening your copy of the 
original image, apply a Gaussian 


2 


2 riteor Blur filter by going to Filter>Blur> 

attention to the Cheanaiies (eS Gaussian Blur. Now choose a radius of 4.3 
colours and make sure the <—__ <<) pixels from the Gaussian Blur dialog box. ; Blindfold 2 
skin tone of the model is Input Levels: [0 154 |/255 - Make sure the wn 


(— Cancel ) 


2 Copy (Edit>Copy] your newly 
blurred image and then return to the 
original. Making sure you are on the first 
layer — the top layer of your original work - 
paste it by selecting Edit>Paste. Now, by 
going to the Blending Mode menu in the 
Layers palette, and selecting Screen with 
an opacity of 50 percent, you'll create the 
desired glow effect. 


accurate. Use the Curves 
dialog (select Image> 
Adjustments nn 
Curves] to boost the TTT 
saturation of the colours 
if necessary and make : = 
adjustments in the = 
Levels dialog (Image> on aren 
Adjustments Levels] until you achieve the desired effect. 


preview is turned 
on so that you 
can be sure the 
effect fits your 
requirements 
and then click 
OK when you are 
satisfied with the 
finished effect. 


Output Levels: |o 255 


v Preview 
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=» PHOTOSHOP & ILLUSTRATOR 


OUT-OF-FOCUS TUBE 


Evoke the look of old, imperfect technology by creative play within Photoshop's RGB channels 
to create an image that looks like a CRT display nearing the end of its useful life... 


Creating RGB illustrations relies on 

Photoshop, but much of the work is 
actually created in Illustrator. In this 
tutorial, Studiospooky shows how these 
effects are staggeringly simple to achieve 
thanks to Photoshop’s compatibility with 
the other programs in Creative Suite 2. 

As with most Studiospooky work, there 
is no clearly defined creation process, and 
the idea of mixing illustration and 
photography with extremes of light and 
dark was born out of experimentation. You 
don’t even get to see what your creation 
looks like until the very end, when you 
bring the separate ingredients together — 
so be prepared to get to the end only to 
discover you need to go back, tweak the 
elements and re-do the third stage. It takes 
a lot of experimentation with line weights, 
line frequency and composition to get the 
most out of this technique, so use this 
tutorial as a rough starting point rather than 
a rigid guide. 

This process graphically suggest the kind 
of breakdown that occurs when an image is 
translated into a cathode-ray tube (CRT) 
scan. Unlike print, which takes something 
light and darkens it with pigment, CRT 
works by projecting light out of darkness. 
When one ink prints over another, the 
substrate gets darker; when the separated 
colours of red, green and blue overlap, the 
black screen gets lighter. Forget about print 
separation here, because this process works 
completely differently. 


oy 


'& 


You'll find all the files 
you need to complete 
this tutorial in the ‘RGB 
Channels’ folder on the 
CD, or via the interface. 


4 hours 


x» 


Studiospooky 
has been 
creating 
imagery and 
display 
lettering for clients in 
design, fashion, music, 
publishing, marketing 
and the corporate sector 
since 1994. It also acts 

as a visual laboratory 
exploring and developing 
custom visual approaches 
and techniques for 
specific projects. 


Illustration and tutorial by digital illustrators 
Studiospooky 
http://www.studiospooky.tv 
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PART 1: The basic elements 


Although you end up with pixel-based artwork, 


90 percent of the work is vec 


tor preparation... 


—— 
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Options 
Width: [480 mm 


(Som ee) 


Begin with a blank document ina 
vector-based application such as 
Illustrator. Create a box at the exact size you 
want your image to be. For this project, 
that’s 480 x 290mm. Now add a second 
keyline by selecting the box and clicking 
Object>Path> Offset Path and specifying a 
3mm offset. This creates the bleed zone. 


Name: RGB_Tutorial 


Preset: | Custom = 
Width: [486 
Height: |296 

Resolution: |300 
Color Mode: RGB Color 1 
Background Contents: | White 


[2] Advanced 


Color Profile: Working RGB: sRGB IEC61966-2.1 18) 
Pixel Aspect Ratio: ‘Square 


Cancel 
Height: [230 mm ance 


Paste the contents into the document 

and use the Magic Wand to select the 
inner rectangle, which in this case we've 
made red. Apply guides to this selection by 
dragging them from the top and left rulers. 
You now have a Photoshop document that 
matches the dimensions of your Illustrator 
document exactly. 


‘iter Effect View Window Help 
DUimiiiod 1 @ 45.06% (RCE/Presiew) 


eda «| 


Make the two boxes strongly 
contrasting colours and copy them. 
Launch Photoshop and, with the Illustrator 
boxes in the computer's clipboard memory, 

go to FileNew. Photoshop will 
automatically create document settings for 
a new document based on the information 
in the clipboard memory. 


In a project we did for Island Records’ 
Chikinki, we used images of a bank of TV 
screens ina control room. In this case, we've 
photographed somebody selecting CDs from 
a CD rack. Load the source images from the 
CD onto your computer and place them in 
Illustrator. You'll now use these as 
tracing aids. = 
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5 Place the three images within duplicates of the boxes that define the 
required picture size and bleed. Position and scale each picture to 
provide similar compositions. Don’t overlay the images exactly because 
you won't be able to appreciate the channel effect, but don't position 


them too far apart or the image won't work at the final stage. 


Begin to trace around 

elements you'll want 
to highlight in your image. 
Keep it loose, and stick to 
straight lines to enhance 
the low-fi technology feel. 
Don't worry about drawing 
anything faithfully — just 
allow the line you draw to 
flow into whatever shape is 
most prominent. In this 
case, the line we want to trace jumps from the CD rack to a single 
CD and is about to go around the hand. 


EXPERIMENT 


Be open-minded and 
don’t anticipate the end 
result, because it may 
take a few attempts 


before you have 
harnessed the best 
approach. The excitement 
lies in not knowing what 
you have created until the 


composite image for the 
first time. 


PHOTO QUALITY 


Don't worry about the 


quality of the images you 
use - this won't be 
apparent in the final 
piece. As long as you 


It's a good idea to switch to keyline 

preview (Ctrl/Command+yY] to see how 
your illustration is looking without the 
picture behind it. You can see how the line 
work has skipped over the boundaries of 


| 
7 
| 
end, when you see the Pa 


have an image clear | 
enough to trace from, it | the subject matter and included aspects 


doesn't matter if it’s out 
of focus or framed badly. 


of the CD rack, the CDs and the arm. Keep 
your line work free, and include only the 
| strongest lines in the image. 
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| You can stop 
when you have 
a fairly even and 
prominent spread of 
line work over the 
original image. Don't 
worry about tracing 
fine details - this is 
meant to resemble 
low-fi technology 
and you don’t want 
any line work to fill 
in at the final stage. 


9 Now repeat the process with the second 

image, but try to trace a different path on 
different lines within the original image. The 
interest of this technique comes from the 
way in which different tones of colour appear 
with different overlapping elements. 
However, it's a good idea to see different 
things on different layers, so try to seek out 
a new path on this image. 


PART 2: Building the picture 


You have the basic elements; now start adding details... 


"| CATHODE 
>| RAY TUBE 


Now add some typography to the 

composition. We've chosen the words 
‘Cathode Ray Tube’ in a simple, modern 
sans serif display typeface. Again, position 
the type inside the image boxes you created 
in the first step and clone three copies of this 
composition. You need to treat each piece of 
typography separately, just like the images. 


u 
1 Here you can see the three separate 
diagrams over the original images. The 
line work is similar but does differ on each 
one. Each of these illustrations will become 
a different channel in the finished file, which 
will be made up of only red, green and blue 
out of a black background, and the different 
colours created by the intersecting lines. 
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Outline the type by selecting it and 
pressing Ctr/Command+Shift+0. Draw 
a grid of boxes over the type. You need three 
different grids: horizontal, vertical, and a 45- 
degree angle. In the Pathfinder, select the 
type and the grid and press Divide in the 


| ES 
From the three images, select the most 
prominent visual element. The hand in 
the green image is the largest. Copy and 
apply this element to each of the three 
illustrations so that it appears as strongly as 
possible. You can also rotate the element bottom left-hand corner. This splits the grid 
slightly on the other two layers to see what and type into individual elements where the 
i effect that has. | lines overlap 
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5 Using the white arrow cursor, select individual elements from this cluster of shapes and 
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delete them. There is no formula for this. Simply delete enough until you have a 
composition you're happy with. Strip it back to a point where it's still easily legible but 
obviously has missing parts {as though the technology creating the image is on the blink). 


Repeat this process on the two other 

pieces of typography using different 
grids, so that there's an interesting overlap 
in the final piece. Here you can see the 
vertical grid at a point where we've deleted 
enough of the elements for it to feel right. 
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This screenshot shows how we're 

creating the horizontal grid work for the 
final piece of typography by creating a single 
rectangle and then using the Move window to 
specify where to offset a duplicate. We've set 
the parameters by pressing Copy once. Ctrl/ 
Command+D can then be used to continue 
duplicating to the same parameters, thereby 
creating a uniform grid of lines. 
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Once you have three illustrations and 

three pieces of typography, you need to 
combine each piece of typography with each 
illustration. Do this by dragging and using 
the boundary boxes to align the two different 
artworks over each other. 
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You no longer need the colours. Instead, 

you need to make the boundary boxes 
black and the graphic line work white with 
no fill. Now the images are ready for the 
Photoshop channels. 


Be a vo 


z 
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PART 3: 
Translating into pixels 


It's in the final stages of the process that you get 
your first glimpse of what you've created. ... 


GY hy Z \ : 

1 Select one of your composite images and copy it, switch to your 
Photoshop document and delete the guidelines layer you pasted in at 

the beginning. You should have only one single blank background layer in 

Photoshop. Working in RGB, go to the Red channel through the Windows 

Channels palette. Paste your illustration into the Red channel. 


Repeat the process. Go back to Illustrator, select the second 
composition and copy it again. Return to Photoshop and select the 
| Green channel (Ctrl/Command+2), and paste. 


2 Go back to \lustrator for the final composition. Copy it, select the 
Blue channel in Photoshop (Ctr'/Command+3}), and paste. > 
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Select Composite NN 
view or press Ctrl/ H 
Command+~ to view 
your cathode-ray RGB 
composite. If you want to 
change the type or line 
work, go back to your 
three source illustrations 
and adjust them 
accordingly. Sometimes 
the line work can be too 
thick or too thin, but this 
can be adjusted in 
Photoshop next. 


i 
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7 You can also add very subtle motion blurs to individual channels. Make as 
much subtle variation to eliminate the sense that this has just been put 
together on a modern computer. Experiment with other filters and localised 
adjustments, but don’t allow the image to deteriorate completely. 


VARIATIONS 
fl ASSES 
To eliminate the modern vector look 

of the composite, go back into each 
individual channel and add a different 
amount of Gaussian Blur. When things are | 
out of focus, the degree by which they are ith 
out of focus tells us how far apart they ts { f { 
are. Giving each layer a subtly different a  O)y ral ae 
degree of blur will add a subtle perception & In Photoshop, open one of the original pictures on which you based your 
of depth to the channels. illustration. Try putting this in the background subtly to reinforce 
| the image and create some tonal difference in the black background. 


Vary the quality and 
appearance of parts of 
your image manually to 
override the computer's 
limitations in processing 
all visual data in the 


same way. Use the 

Dodge and Burn tools to 
create differences in 
tone, and the Sponge tool 
to selectively blur areas 
of your image. 


NEW TECHNIQUES 


When experimenting 
with a new process, 
always remember how 
you did something, even 
if it seemed to bea 
mistake or didn’t yield 
the required results. You 
never know when a 
mistake might become 
the key to a whole new 
technique. The technique 
in this tutorial has spun 
off into a variety of new 
ones for Studiospooky, 
some of which were born 
from mistakes made 
along the way. 


the thickness of the white line locally to 
create further variation. The Dodge tool a somos = : z 
should be set to Dodge Highlights’. Repeat a As you can see from the Layers palette, the original photograph is positioned 
this on all three channels, and focus on the behind the RGB composite. We've also added a layer of black between them 
areas you wish to be most prominent, | set to 40 percent Multiply. This dulls down the image and prevents it from burning 
because dodging the highlights will increase | into the RGB image too much. The RGB composite layer is now set to Screen, so 
visibility in the composition. | that it burns out of the base image. 
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1 Duplicate the RGB composite layer 

and set it at an opacity of 72 percent. 
This boosts the RGB to full strength because 
the picture reduces the contrast between the 
black and the colours. The RGB line work 
appears faint over lighter areas of the picture 
because the process relies on maximum 
contrast between the black and the colours 
for visibility. 


Ll ; 
1 1 witch off the black layer used to 
darken the image to see if the RGB 
can withstand the background image at full 
strength. There is no definite plan when 
working in this way, so have a play around 
and see what effects you get. We like the 
image at full strength, but we don't like the 
colourisation. What do you think? 


1 The black layer has now been 
switched back on, but it has a 

gradient consisting of a couple of vivid 

colours. We've transformed this layer from 

being plain black to being a vignette of 

colour. Now it acts like a lighting gel on 

the overall image. 


1 The colour gel has been set to 100 
percent and its blending mode has 

been changed from Multiply to Overlay. This 

gives a much more fluid and rich set of tones 


to the image and enhances the mood. 


RACERS 


MASTER ARTWORK 


Always keep an RGB 
master of the artwork 
and convert only 
duplicates to CMYK. 
Once they're converted, 


it won't be possible to 
convert them back to the 
original RGB breakdown 
because pure colours 
will now be split across 
different channels. 
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1 4 Zoom in on the image and use the Blur tool to soften areas of 
hard line work which look too modern and computer-like. 
Cathode-ray tubes are old technology and project a soft, imperfect image. 


Source Space 
Profile: sRGB IEC61966-2.1 


Destination Space 


~ Preview 
Profile: Euroscale Coated v2 


Conversion Options 
Engine: Adobe (ACE) 

Intent: Perceptual ‘a 
©) Use Black Point Compensation 
_ Use Dither 
© Flatten Image 


Flatten your image back to one single layer and convert to 


CMYK 
for print. The image will always appear to be much duller once 
converted. As long as you convert it using the appropriate conversion 
method, it will print as vividly as litho allows, although this will never be 
as bright as it appears projected as light out of a screen. 
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1 Finally, check the image for any 
areas that need softening, and adjust 
the levels of dark, midtone and light until you 
have a good crisp legible image. Apply 
Unsharp Mask if necessary. Save as a copy. 
Always keep the native RGB version as a 
master file. Once it’s converted to CMYK, it’s 
not possible to reconvert back to RGB with 
any accuracy because the colours will divide 
between channels instead of remaining 
pure. On the left, you'll see the finished 
piece created in this tutorial, but you should 
experiment with as many variables as 
possible to gain a greater understanding of 
what works and what doesn’t. i 
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You'll find all the files 


you need to complete 
this tutorial in the 
‘Engraving’ folder in 
Section 2 on the CD, or 
via the interface. 
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10-15 minutes 


Scott Gursky 
isan 
illustrator 
and 
designer 
based in Brooklyn. In 
2000 Scott launched 
the creative website 
fattruckersunion.com, 
and more recently 
started scottgursky.com 
to highlight more of his 
work. He has been a 
freelancer for five years, 
working for clients 
including VH1, Disney, 
LEGO and Old Navy. 
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=> PHOTOSHOP TECHNIQUES 


ENGRAVING TECHNIQUES 


Photoshop's Bitmap mode is commonly used for low-quality, low-resolution image compression. But you 
can also use this mode to imitate the line work of old print engravings. Scott Gursky reveals how 


If you’ve ever looked closely at 
> the dotted lines running throughout 
a £10 note and been struck by the fine 
quality of its illustration, you’ve already 
come face to face with a printing 
technique known as engraving. 
Engravings are part of an age-old 
tradition of printing. To create an 
engraving, an artist will burn an image 
on to a metal plate using chemicals. The 
plate is then inked and run though a 
printing press. Pressing paper to the 
inked metal will produce the image, 
giving almost photo-realistic results. 
The tiny details and fine lines made 
possible by this process can often be 
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found in book illustrations and 
manuscripts, and are still used today in 
paper currency and greetings cards, as 
well as in hundreds of other applications. 

But is there any way to emulate the 
detail of an engraving using only digital 
means? Is there any way that we can 
create the look of an engraving without 
spending hours drawing tiny lines? The 
answer's yes: with some experimentation, 
you can use Photoshop’s Bitmap mode to 
create a pretty realistic-looking imitation 
of this traditional process. 


Illustration and tutorial by Scott Gursky 
www.scottgursky.com 
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Open the tutorial_bitmap.psd file from 

the CD. You'll be working on the deer_ 
image layer. Scale it to size or, if you are 
using your own imagery, have the image you 
want to bitmap prepared and scaled to size. 
Ensure that all negative, unwanted space is 
erased and adjust the brightness/contrast. 
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HALFTONE SCREEN 


The best Halftone 
Screen settings are 

a matter of personal 
preference, but picking 
a frequency that is too 
low will give you large 
clunky shapes, not 
detailed enough for 

an etching, and a high- 
frequency setting will 
be too fine to notice 
when printed. For a 
300dpi file, between 
50 and 100 shapes per 
inch seems to work 


2 Now Copy and Paste the deer_image r30 
layer into a new file and select all of | 5 


your canvas. Next, hit Copy, create a new Frequency, Angle and Shape. Frequency Go back to your original source file, best. Try setting the 
file and then Paste. The new file you have refers to the number of shapes in an inch, select the original image and Paste your Angle to 45 degrees 
created should remain at the same size angle alters how those shapes appear ina bitmap - which should now be a simple black to create a more even 
and resolution as the original. line, and Shape enables you to pick the units halftone - back on top of the original. Your shape distribution. 


that comprise your bitmap bitmap should paste almost exactly on top of 
the contours of the original artwork. 


_____ Adobe Photoshop _ 


\ 


LAYERING 


You can further your 
experiments by trying 
to layer different 
halftones on top of 
each other. Create two 
separate bitmaps from 
elements within the 
same illustration, such 
as the flowers and 
deer in the example 
file on the CD. Fill each 


Discard color information? 


C Cancel) ESD 


tor 


. Grayscale “a 


Size Ratio:{1 | Guam 
(Cancel 


© Don't show again 


Discard all colour {you can create a 


beh 2 with a different colour, 
bitmap only with black-and-white art] Senne and then delete any 
and change the Mode to Bitmap. Under the 6 You can now convert your bitmap back You should now be able to click off the artwork beneath them 
Image menu, select Mode, then Bitmap. If to Grayscale. The Bitmap mode is very original artwork underneath the bitmap by selecting the edges 
the Bitmap mode is not available, you must basic and offers few editing features, so in you have just pasted. Now, by selecting the of the original artwork. 
first convert your image to Grayscale, and order to use your newly-lined drawing, you pixels of the halftone, you can fill them to The effect you create 
then change the Mode to Bitmap. must convert the image back to Grayscale. show your desired colour: And that's it: a large will resemble a rough, 


The size ratio should remain at 1, so your bitmap Halftone Screen of your original art. two-colour print. 
image will remain the same scale. 


Bitmap 


Resolution €_ OK) on 


Input: 300 pixels/inch eae 
= , Cancel } 
Output: |300 | _pixels/inch 3) nearentenapere 


aeone 


teeee 
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Method 
Use; _Halftone Screen... a 


a ¥ 2 
Now select the black section of your 
bitmap and hit Copy. Using the Magic 


In order to output the bitmap to the 
same size as the original art, the output 7 
number should stay the same as your 


Don't be alarmed if the image appears fil 


original resolution. So if your file is 300dpi, Wand tool, select all the black pixels in your 1 led or incomplete. Try 
your resolution should be 300dpi for the bitmap before setting the Magic Wand to Alias zooming in - the raw pixels distort at almost any magnification but 
bitmap too. For Method, select Halftone and Non-contiguous. Click ona black areato | will print just fine. If the artwork appears too light or too dark, try making 
Screen. This setting offers the most options select all the black pixels and hit Copy. contrast adjustments to your original and repeating the bitmap steps until 
for controlling your bitmap’s features. i the tonality looks right. mi 
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You'll find all the files 
you need to complete this 
tutorial in the ‘Mix’ folder 
in Section 2 on the CD, or 
via the interface. 
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London- 
based Ingi 
Erlingsson 
is a freelance 
designer 
and illustrator. He has 
worked in a variety of 
media including print, 
web and, more recently, 
motion graphics for 
Comedy Central with 
New York-based 
creatives Surround. His 
other clients include 
Rockpile magazine, 
iLovedust and Don't Panic. 
Find out more at ww. 
ingierlingsson.com. 
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MIX PIXEL AND VECTOR 


Designer and illustrator Ingi Erlingsson saves you the trouble of choosin 
by showing you how to effectively use Photoshop and Illustrator togethe 


g between popular design applications 
r, with impressive results 


> It’s an age-old argument. Which is 
the better creative app: Photoshop or 

Illustrator? Some designers prefer the 
slickness and flexibility of Illustrator, and 
some are fans of the grain and texture that 
Photoshop provides. Arguments for both 
sides have their merits, but there is a simple 
alternative. Why not use both together? 

By combining the power of Illustrator 
and Photoshop you’ll be able to create even 
more dynamic and exciting images that will 
really stand out from the rest. You’ll be able 
to utilise all the functions of both, giving 
you more freedom than ever to get creative. 
After all, they’re only tools in the creative 
process, so why restrict yourself? 

In this tutorial I'll walk you through 
some of the steps I take when creating my 
own illustrations. You’ll learn how to mix 
up vector elements with photos, handmade 
brushes and Photoshop effects to create 
stunning and vibrant images. 

The goal here is to combine the elements 
and integrate them with each other wherever 
possible to get the most out of the 
interaction between the two packages. It’s 
up to you how you approach the illustration. 
Starter files have been provided on the CD, 
but you could just as easily use images of 
your own. Whichever you choose, try 
playing around with the compositions and 
colours throughout and make sure you have 
fun with it. 


IWlustration and tutorial by Ingi Erlingsson 
www.ingierlingsson.com 
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Input Levels: /25 1.16 | 247 
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‘Output Levels: [0 ass | 


1 Start in Photoshop by opening the 
modelL.psd file provided on the CD. Now 
select Image>Adjust>Levels and tweak 
the CMYK levels until the contrast of the 
image is ideal for tracing and the details on 
the T-shirt start to stand out. 


Layer Options 
Name: |start_image image 


Color: (Red coe | 
Mtempiae Vio 
Y show 


Y Preview — Bim images to: [80 | % 


2 Save the image and open it up in 
Illustrator as a flattened document. 
Double-click the layer with the image on it 
and set it as a template, making sure that it 
is locked. Set the Opacity level to 80 percent, 
which will help you to differentiate between 
the skin's varying shades. 


Wiesrotor Fanta Object Tyme lect Way Wheel View Window a 
" 4 ar ogee » 800 cure) Ovtnn) 


Make a new layer and set the View mode 

to Preview by selecting View>Preview or 
hitting CtrY/Command+y. Trace around the 
arms and face, taking care not to miss any 
areas of skin that are in contact with the 
clothes. Set the Fill Colour to #E7C79 (or 
choose your own], and lock the layer. 


>] skin eolour3 
> [2] skin colour 
> 4 skin colour) 


Now you can start tracing the different 

shades of the skin. Begin with the 
lightest shades, then the midtones, followed 
by the darker shadows. Set their colours to 
#DOAF82, #B29067 and #8E6F4F respectively 
and make sure you work on each colour in its 
own layer. At this stage you don’t need to 
worry about hitting the edges of the body. 


> 
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xs pesto File ot "ins Select a Etec view wien, = = iz a a 2 = m2 a = | z= we eer Ses — ar 7 7 EY Sms ms] = esata me View Window Help 
Arrange * eencemeeeesst he i] - ‘Step Backward eZ 
tue | # 
tock ka cu x 
tice red ; 
a7) : 
22.) Clear 
Expand Appearance Si tT) j 
Flatten Transparency... yja}} Ke boi ; 
Rasterize. a) — ors * a 
ad SICy 
Slice ie | Free Transform aT 
I) ‘Transform: . 
ps al 
Envelope Distort ed i 
Text Wrap ——o Purge é > 
pai cig XOmK 
fees aa bel 11 Using your Polygonal Lasso tool, make 
- af eg = The layer's skin should sit directly on top a selection around one of the shapes, 
5 Once you've traced each shade, lock all the layers, unlock the first of the skin in the photo. Trace around the hit Edit->Define Brush Preset, enter a name 
layer with the shape of the skin and hit Ctrl/CommandsC to copy it. T-shirt using the Pen tool. Right/Ctrl-click and hit OK. Repeat this process for the other 
Lock the layer and make a new one above the rest. Hit CtrVCommand+F with the Pen tool to make a selection. Make a shapes. Go back to model.psd and merge 
to paste the file in place. Now unlock the three layers of skin shades, new layer above the photo layer, fill it in with together the two leaves layers by selecting 
Select All and go to Object Clipping Mask->Make to trim the edges. #BB7724 and set the layer’s Blending Mode to | the layer on top and hitting CtrYCommand+E. 
Color. With the selection in place, select the 
— a _ = Oe layer with the photo and hit the Mask button. 
é Wustrator File Edit Object Type Select Filter Effect View Window Help ~*~ = 4) SS © Fri 13.1¢ 
98 {]_start_image.psd @ 300% (CMYK/Preview) 
{ 
| j Edit: Master aa 
| 
| Saturation 
SO 3 
— D colonize 1 A VaR 
a) Arete make your background image into a 


La Se brushed shape. Select the merged leaves 
° layer and make a mask on it. Use the Paint 
Fill the background layer with #E7F4FD Bucket tool and fill the mask layer with 


y and open leaves! .jpg and leaves2.jpg. black to completely erase the image. Now 
Now, using the same method employed for the skin, trace the eyes, Drag both into the document and ensure that work the layer back into the image by 
lips and hair. With the hair it helps to trace on two layers - one below they are situated on top of the background switching the colour to white and going over 
and one above the skin layers. Save your file as body.ai and open it back layer. With leaves2.jpg on top, set its Blending it with your brushes. Open up marker.jpg and 
up in Photoshop. Make sure that the image is the same height, width and Mode to Multiply and hit Image>Adjust> repeat the process for the T-shirt. 
resolution as the original model.psd. Hue/Saturation. Set the Hue to +45 and the 


Lightness to -30. On the other leaves layer 
set the Hue to +35 and the Lightness to -20. 


BUILD A LIBRARY 


Opacity: [100% fi) 


ru: [ioox J) 


Photos are one of the 
biggest resources for 
most digital illustrators. 


Channel: (RGB 


block colour Input Levels. 60 100 [216 
Try and carry a digital aaa 
camera with you at all 
times and take as many : 5 


‘Output Levels:/0 255 


photos as you can of 
objects, buildings, 
nature, animals, people, 
and so on. This way, 
you'll soon have a whole 
library of photos to look 
through if you are ever 
stuck for inspiration, 
elements or textures for 
an illustration. 


Make a new layer, 
place it below the 
layer containing the 
skin and fill it in with Ai HERA EE BP : 
any colour. Link the two layers and drag both 1 Now you've set the colour for the above the background layer and click once 
into the original model.psd image. Make background, you can define its shape | with the colour set to black to create a faded 
sure Snap is on by selecting Window->Snap_ | by creating a set of handmade brushes. Open | circle. Set the Opacity to 55 percent. Now 
and align the two layers within the image so | brushes.jpg and hit CtrY/Command:+L to reposition the circle so that it acts as a 
that all sides of the block colour are hitting open the Levels palette and set the Input shadow underneath the leaves layer. Repeat 
the edges. Delete the block colour layer and Levels to 60, 1.00 and 216. This will ensure with different colours above the leaves layer 
make sure that the skin layer is at the top. 1 that blacks are black and whites are white. to add shades. 


1 You can now start to add some subtle 
details to your background. Using a 
large, soft, round brush, make a new layer 


Giatle 
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14 Save your document as model2.psd 

and open it in Illustrator, this time 
converting the file to layers. Make sure all 
layers are locked and create a new layer on 
top of the leaves layer. Go to View->Show 
Grid and View->Snap To Grid. Using the 
grid, draw a rainbow shape with a smaller 
one inside with the Pen tool and set the 
colour to #00ACE6. Create a new layer, 
draw a bold X shape and set the colour to 
white. Lock both layers. 
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BLEND IN 


If you come to the end of 
an image and aren't sure 
what to do with it, try 
this: flatten it, Select AlL 
and Copy it. Use the 
History palette to return 
to the pre-flattened state 
and Paste the flattened 
image on top of all the 
other layers. Once that's 
done you can play around 
with the Blending Modes 
and mask out certain 
parts of the new layer to 
get a wider range of 
colours and shades. 
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add a mask to it. Using the brushes you made 
earlier, start masking out the edges of the 
shape so that it blends into the background. 
Do the same for the white X shape. 


1 Lock the layer and place a new one 

underneath it. Set the Fill Color to 
Transparent, Outline Color to White and the 
Stroke Width to 3pt, and draw lines coming 
from the headphone plug of the Walkman and 
the cassette. Try to make the lines playful and 
natural looking. Now set the outline colour to 
black and the stroke width to 0.5pt and draw 
outlines around the white lines. 


USE THE SHORTCUTS 


Everyone knows the 
shortcuts for copying and 
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15 Now that you've added some basic 
background elements, it’s time to 

start adding more interesting shapes. Make 
a new layer and start drawing elements 
with the Pen tool. You could use upwards- 
heading droplets as I have done, or make 
up your own shapes if you wish. 


Open up the elements.ai file, select 
the cassette with the Selection tool 
and hit Ctr/Command+6G to group its 
shapes. Do the same for the Walkman and 
copy both into the same layer in the model. 
psd document. Arrange them on either side 
of the figure and scale at will. 
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pasting, but not everyone 
knows that within 
Photoshop and 
Illustrator there is a 
shortcut for almost every 
function, including brush 
size, shape and 
hardness, invert, 
switching backgrounds, 
the fill colour for 
foregrounds, outline 
colour, and so on. By 
learning as many of 
these as possible you'll 
save yourself hours of 
valuable design time. 


2 Now that all the elements have been 
created, you can start to add some 
subtle lighting effects over the top. Using a 
soft brush, start placing variably-sized dots 
around the image on a new layer on top of 
the rest, concentrating on the edges of the 

background and foreground. 


Now make a new layer below the last 
one and draw a rainbow-like shape 
from the Walkman to the edge of the image. 
Set the Fill Color to White, Outline to Black 
and Stroke Width to 1pt. Add lines on the 
inside to create a rainbow look. Copy the 
shape and lines and Paste them into the 
same layer. Go to Object>Transform> 
Reflect and place them next to the cassette. 
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1 Now that you have added some vector 

elements to your image, go to File> 
Export and select Photoshop [psd] from the 
drop-down menu at the bottom. Save it as 
model_with_vector.psd and make sure it’s set 
to save layers and is at the right resolution. 


The image is now 
virtually complete. At this |——— Se SEES Seana 
stage you may want to go through each of the layers and adjust the Hue 
Saturation and the Levels to ensure the colours look good together. 
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You'll find all the files 
you need to complete 
this tutorial in the 
‘Illustrator’ folder in 
Section 2 on the CD, or 
via the interface. 

a) 


6 hours 


James 
Wignall is a 
graphic 
designer/ 
compositor 
currently based in Leeds. 
His recent work includes 
an advert for the latest 
Santana album (Sony 
BMG}, an entry into the 
recent E4 stings 
competition, animated 
stings for the BBC 
National Television 
Awards and a 
contribution to the Semi 
Permanent New York 
book. He has also worked 
on a wide variety of 
projects, including jobs 
for Attik, Nike, BBC and 
ITV. Find our more at 
www.mutanthands.com. 
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PERSPECTIVE TRICKS 


Looking to create 3D effects ina 2D package? James Wignall reveals the simple techniques he uses to add 
depth and movement to organic images using a range of underrated tools in Photoshop and Illustrator 


At the risk of sounding like a tree 
hugger, Mother Nature really is one 
of the greatest designers, and a constant 
source of inspiration. Everywhere you go 
you see evidence of this — trees, flowers, 
birds, and even traditionally grotesque 
creatures such as creepy-crawlies. 

With all that in mind, for this tutorial I 
have set out to create an intricate abstract 
illustration that maintains the elegance and 
grace seen throughout nature. In between 
brainstorming and sketching, I thought it 
would be nice to hide small faces within the 
patterns. They may not look traditional, but 
they’re there if you look. 

This tutorial aims to reveal Illustrator’s 
much-underrated 3D tools and to use them 
to create depth and perspective. You'll learn 
the techniques you need to recreate the style 
of illustration shown here using just a few of 
Illustrator’s 3D effects, and some of my 
ideas and designs. 

However, this technique shouldn’t be 
limited just to the way I use it. With a little 
experimentation, it can help you create 
amazing effects, even if you have little 
knowledge of 3D packages. It can come in 
really handy when story-boarding pitch 
ideas where time is paramount, creating 
architecture drawings and even making 
realistic objects such as cups or glasses. 

You'll also learn how to use the Mesh 
Gradient tool, which is extremely handy if 
you're planning on using Illustrator to create 
more advanced realistic works such as 
lifelike portraits or scenery, or just to add 
extra depth to your current design projects. 


Illustration and tutorial by James Wignall 
www.mutanthands.com 
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First, get your sketchbook out. It's 
always helpful to sketch out your ideas 


| day and age it’s easy to just dive into a 
program and start jamming, but sketching 
really helps with composition and layout. So 
grab a pencil and a piece of paper and get 
drawing, or use scan.jpg from the CD. 


before you start working in Illustrator. In this | 
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MLE Edit Image Layer Select Filter View Window Help 


New... %N 
| Open... #O 
} Browse... XxO 
Open Recent > 


Edit in ImageReady 


EPSON Perfection 1250... 
EPSON Perfection 1260... 
EPSON Perfection 1650... 
EPSON Perfection 1660. 

¢ 
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With your sketch completed, the 
composition of your design should 

| become much clearer in your head. The 

| next step is to open up Photoshop and scan 
| the image in. Go to File>Import and select 


| 


the software provided with your scanner. 


Open your sketch in Photoshop and clean 
it up a little in preparation for Illustrator. 
The simplest and quickest way to clean your 


| image is to make small adjustments to the 
| brightness and contrast levels (Image 
| Adjustments Brightness & Contrast). Play 


| around with the values until the lines really 


| start to stand out. 


Now open Illustrator and create a new 
canvas (Ctr/Command+N}, selecting A3 


| size from the drop-down box that appears. 
_ Now open the sketch file you created and 


Copy and Paste it into the first layer of your 


| new Illustrator canvas. Rename the layer 
| your scanner from the list. Alternatively, use | 


' name and then lock the layer. 


Sketch by double-clicking on the layer 


> 
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DOT, DOT, 
DASH, DASH 


To create dotted or 
dashed lines in 
Illustrator, simply draw 
your shape or path using 
the Pen tool and then 
select it. In the menu on 
the right of the screen 


C Only Web Colors 


there is a tab that says 

Stroke. Click the tab and 
then tick the box marked 
Dashed Line. You should 


WES ae ; Reset Bounding Box 


Group the shapes in the New Pattern 


Create a new layer and select the Pen 
tool. Next, change the colour settings so 
that the fill colour is set to None. Now 


When you've finished tracing your shapes 
and patterns, you can start adding some 
colour to bring the image to life. Simply click 


1 layer (Ctr/Command+G) and duplicate 


now be able to use the 
Input boxes to set how 
far or how close the 
dashes appear. 


choose a bright contrasting colour for the 
stroke - bright pink or green will work well. 


on the shape or shapes you want to colour 
and then click the Fill box or Stroke box and 
select the colour you want from the box. 


PRINTING IN CMYK 


When working for print 
you must make sure you 
are using the right colour 
mode. For print you 
should be using CMYK, 
so check by selecting 
File>Document 

Color Mode and then 
ticking the CMYK option. 
You can work in RGB and 


convert to CMYK later, 
but this can have adverse 
effects depending on the 
colours you have used. 
This process sometimes 
makes your colours 
appear a little dull. 


There is no set order in which to work 
on your shapes, So just pick out your 


to outline the shapes. To keep everything 
simple, group your layers (Ctrl/Command 
+G) and put them on named separate layers 
— Upper Shapes, Lower Shapes, etc. 


favourite and begin. Using the Pen tool, start | & 


QA : 
If you want to add a gradient to any of 
your shapes, simply select the shape 
and click the Gradient button positioned 
under the Fill/Stroke colour boxes. You can 
change the colours and gradient properties 
using the menu on the right-hand side 


under the Gradient tab. 


1 As soon 
as you've 


finished tracing your whole design, you'll 


Some of the shapes in this design will need sections cut of 

out of them. To do this, draw the outer part of the shape, 
and then draw around the section that needs to be removed. 
Once you've outlined each of the shapes, go to Pathfinder and 
select the Subtract Shape From Area option. 


i) ESSENTIAL PHOTOSHOP SKILLS GUIDE 


notice that the image looks a little bare. So at 


this point it’s a good idea to add some extra 
texture and interest. Simply Copy and Paste 
the whole pattern into a new layer and label 
: it New Pattern. 


the group twice, making one slightly bigger 
than the original size and one quite a bit 
smaller. You may need to move some shapes 
separately to make your composition work. 


Columns: 
Appearance: — 
Highlight: [100 | 


1 Now you can start to add some detail. 

For this image, a relatively realistic 
flower was added as a focal point. To do this, 
draw a simple petal shape and then add a 
Gradient Mesh by selecting Object>Create 
Gradient Mesh. The mesh should measure 
four rows by four columns. 


1 When you click on a single point, the 

| usual Bezier levers will appear, which 
you can move and adjust as you would in any 
other shape. Spend some time adjusting the 
mesh until it roughly resembles the shape of 
a leaf. This process can be quite fiddly, so 

| you'll need to be patient. 
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Photoshop Export Options a CROP AREAS 
Color Model: (OK — It's good practice to set 
+ Resolution up what are known as 
O Screen (72 ppi) Crop Areas in your 
| OMedium (150 pp) images. This are the 
@ High (300 ppi) 


Oorner: 50] pet areas that Illustrator will 
: see output when you come to 


he Fences 2 exporting or printing 


your image. To do this, 
simply click on the 
Rectangle tool (M), 
double-click the canvas 
area and enter the same 


@ Write Layers 
Y Preserve Text Editability 
@ Maximum Editability 

& anti-alias 

Co Embed ICC Profile: us. web Costes (sw. dimensions as your 


1 To add colour, click in the middle of 
a section of mesh and then click the 


\J 


Now use Free Transform to scale 


! 
fill colour on the left. Try to keep the light 17 image. Line the 
colours towards the middle and dark to the down the top pattern so you that you 2 As you will see, the 3D mode in rectangle up with the 
outside. Once it’s coloured, Copy and Paste Start to see the design underneath coming Illustrator is pretty buggy and often canvas and then click 
your shape, rotating it using Free Transform through at the sides. You may need to puts in random spikes and aliases some of on Object>Crop Area 


> Rotate until you have a complete flower. experiment here, shifting the image about a 


the gradients in places. To fix this, export Make. 
bit before it really starts to look right. 


your image as a PSD, making sure that you 
keep the layers separate. 


SWATCHES PALETTE 


If you use the same 
colour a lot, or just want 
an easy way of using the 
same colours over and 
over again, you should 
make use of Illustrator’s 
Swatches palette. To add 
a colour, simply drag the 


colour from the box in 


OSS 
1 You can now start to play around with 
Illustrator’s 3D modes. Back in 
Illustrator, select all your design and click 
Effect>3D— Extrude & Bevel. From the top 
box select Isometric Top, 35.5pt Extrude 
Depth and set Bevel to Classic with a height 
of around 3.5pt. Click OK and then prepare 
for a wait while it renders. 


the Color tab on the 
21 Now you'll need to go through each right-hand side down to 
layer in Photoshop and correct the the Swatches tab just 
mistakes — unfortunately there are no below it. The colour will 
shortcuts here. The Polygon Lasso tool (L} now be stored not only 
will get rid of the spikes easily enough, and for this image but for 
you can then use the Clone Stamp (S) to future images too. 
help sort out the gradient issues. 
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15 Once you have finished creating your 

flower, first Group it (Ctr’Command 
+6] and then Copy and Paste it, placing it 
over your composition. Try to keep all the 
flowers you create on one layer and name 
the layer Flowers. This way, you can easily 
alter the composition later on. 


a a 


y Channel: | Yellow _ —e- habe, 
Input Levels: [0 | [1.00 | [255 | 
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19 You may now feel that your image has 

become too cluttered, so go through 
the shapes and delete those that you don't 
think are essential. When you're happy with 
the number of shapes, start trying to move 
them into different positions to help the 
image appear more dynamic. 


16 Export your design as a PSD file 
(keeping the layers) and import it 
back into Photoshop. Within Photoshop, 
duplicate the pattern and then create a new 
layer. On the new layer make a gradient that 
turns from a sky blue to a creamy yellow, 
then set the Layer Mode to Pin Light. 


22 Once your image looks nice and clean, adjust the levels (Ctrl/ 
Command +L) to push the colours slightly. This will make 
the picture stand out from the crowd. That's it. You’re done! ill 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Wood’ 
folder in Section 2 on the 
CD, or via the interface. 


Peter Chadwick and 
David Bowden are art 
directors at Zip Design, 
a London-based agency 
that specialises in print, 
web and moving image 
for the music industry. 
Together they have over 
16 years of experience 
working with clients such 
as EMI Records, Cream, 
Hed Kandi, Defected 
Records and Warner 
Music. For more 
information visit 
Wwww.zipdesign.co.uk. 
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WOODCUT EFFECTS 


Working in Photoshop and Illustrator, experienced illustrators Peter Chadwick and David Bowden of 
Zip Design show you how to create a classic woodcut-style image without using Photoshop filters 


Over the past few years, London- 

based Zip Design has gained a strong 
reputation for producing eye-catching 
work, not only in the print industry, but also 
in both web design and moving image. 

Our approach to work never follows the 

same pattern twice as we strive to produce 
interesting and different solutions for 
every project we undertake. Excited at 

the prospect of creating a woodcut-style 
cover design, we set about coming up with 
an image that reflected some of the work 
coming out of the studio right now. 

Woodcut is a traditional printing 
technique. Using a flat wooden board, an 
artist sketches out an image and gouges out 
sections. When ink is applied to the wood 
with a roller, it adheres to the unmarked 
surface much like a rubber stamp. It’s a 
technique that is popular in East Asia, 
particularly Japan, in the form of Ukiyo-e 
—a genre of complex woodblock prints 
combining multiple blocks for colour — the 
most famous being Hokusai’s The Wave. 
So how can we create this effect digitally? 

Working with wood textures and an 
image of a tiger, and with only Illustrator 
and Photoshop to help, we have created 
a multi-layered and intricate image. The 
image development did not include the 
use of any Photoshop filters; instead we 
chose to give it a more natural woodcut 
feel by using layers created in Illustrator, 
dropping them into Photoshop and finally 
adding the wood textures. 

In this tutorial we will show you in 22 
simple steps how to achieve an image that 
will appeal to both beginners and more 
advanced designers alike. 


Tutorial and illustration by Zip Design 
www.zipdesign.co.uk 

Original photograph courtesy of Stephen Meese 
www.istockphoto.com 
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1 First, select the tiger image provided on 
the CD and open it in Photoshop. 
Convert the full colour image to grayscale 
by selecting Image->Mode-Grayscale and 
then open the Levels palette (Image> 
Adjustments—Levels) to create more 


| contrast and ensure that all the different 


shapes and shades are clearly defined. 


Output Levels: [0 255 


Set the levels to something like 48/0.92/ 
190. This will make the process easier 
by enabling you to see more of the image 
clearly, and will determine how many 
shades of wood you can use. For this 

image you will use four textures. 
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Save the modified image as a new JPEG 
or TIFF file. Call the file tigerb+w.jpg and 
place this image into a new Illustrator 
document, the size of a standard A3 portrait. 


Lock the layer and name it Background. 


Create a new layer and name it 
Dark Wood. Save the Illustrator file as 
Woodtiger.ai. Trace around all the darkest 
parts of the image - for this style of 
illustration you don’t want the lines to look 
too clean. Select the Pencil tool and start to 
trace the outlines of the eyes and nose, 

> 


moving outwards. Select a bright stroke 
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colour and change the width to 0.25. 
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Once you've finished the first layer, unite all the parts 

by selecting Ctr/Command+A and right/Ctrl-clicking 
on Add Shape Area in the Pathfinder. Check it looks okay 
by zooming out and then fill the lines - Select All again and 
use Shift+X. Lock the layer. Copy the first layer and Paste it 
into a new layer. Call the layer Mid Wood and place it 
behind Dark Wood. 


i 4 a a 
6 Select a lighter blue for the fill and begin to draw the 

midtones with a fill this time. As you draw, you will 
notice that the Dark Wood layer will mask parts of the new 
layer. Use this to your advantage. You will find this layer 
much quicker to complete. 


USE A TABLET 


Using a tablet and pen 
will make tracing objects 
in Illustrator much 
easier. Not only willit 
enable you to interpret 
the image more 
creatively, it will also 


help you create the 
handmade woodcut feel. 


This will save you time 
if the pressure is on to 

complete the job in the 
quickest time possible. 


Copy the work from step 

6 into another new layer 
and name it Light Wood. 
Select a lighter blue colour 
than step 6 for the fill and 
draw the light tones with a fill 
this time. As you draw, you 
will notice the Dark and Mid 
Wood layer will mask parts of 
the new layer. Again, use this 

| to your advantage. 
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You should work in white for the final layer, 


which will be used for the highlights. As you've 
just done for the other layers, select a lighter blue 
colour than step 6 for the fill and begin to draw the 
light tones with a fill this time. As you draw, you will 
notice that the Dark, Mid and Light layers will mask 
parts of the new layer. 


To finish off the main image, you need to add in 

the whiskers. Create another new layer to trace 
the whiskers. You will need to hide all other layers 
except the background image. Trace the whiskers 
and unite the paths. Now Copy the whiskers, Paste 
in Place and subtract them from each layer in turn, 
except for the highlight layer. 


1 Now you're ready to proceed with the rest 

of the composition. Source copyright-free 
images of flowers, or use images that you have 
photographed digitally, place them into the 
document and trace over them. You should choose 
another colour and follow the method used in the 
previous steps. 


1 For a more interesting composition, try using 

two layers of flowers. When you have all the 
flowers in place, play around with the composition 
until you're happy with how it looks. Step back from 
your monitor to see if you are happy with it before 
moving on to the next step. 


1 Save your file as an EPS, then delete the layer 

containing the whiskers, because you will no 
longer need it. Next, unlock all the layers used so far 
and Select All. Copy all the paths — you will need 
them for the next step. 


Paste As: 
O Smart Object 
@ Pixels 
© Path 
O Shape Layer 
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13 In Photoshop, create a new 300dpi A3 
document and open up the Illustrator EPS 
file. Always work at 300dpi or above when creating 
an image that will be used for print — only when 
designing for the web can you work with a lower dpi. 


Duplicate Layer. 


Delete » 
Layer Properties... 
a= Layer Style » — = 
fae ta | 
jo snare] New Fill Layer » j 
New Adjustment Layer > | 


Layer Mask , 
Vector Mask » 
Create Clipping Mask 


| Smart Objects » 


New Layer Based Slice 
Group Layers 


Hide Layers 


1 Flatten image 


Seana Dee me we yf aecee 
14 Paste the paths from Illustrator into 
the document as pixels. You don’t 
need to worry about the vector information 
now because the rest of this tutorial will be 
done in Photoshop. 


15 Flatten the image so that it is ready 
for you to drop in the wood textures. 
This will enable all the highlighted white 
parts of the illustration to become part of 
the background. 


16 Using the Magic Wand tool, select 
the darkest colour. Open the darkest 
wood texture from the CD, and Copy and 
Paste it into a new layer to create a new 
layer with a mask. Arrange the wood until 
you are happy with its scale and position. 


| wood texture. Use increasingly lighter shades 
| of wood on the lighter parts of the illustration. 


At this stage it is best to view the wood 
on its own without the background. 


This will help you get the wood placement 
right. Make sure you make any minor 


adjustments to the positions as you are 
working through these steps. 


Repeat the Paste Into process used in 
previous steps with the other lighter 


1 
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1 When you're happy with all the 
positions of the textures, you can drop 

the background texture onto another new 

layer. This should be the lightest texture of all 


| and complement the colours used in the tiger. 
| Aheavily detailed background wood texture 
i will further enhance the feel of the tiger. 
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BUILD A LIBRARY 


Always carry your digital 
camera with you - you 
never know when you 
might see that perfect 
wood texture on your 
travels. At Zip Design, 
we have an image bank 


that ranges from fruit 
box textures to bark on 
trees, and also random 
images of close-up wood 
textures that prove 
invaluable to our work. 
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2 Magnify the image to 200 percent 
so you can view the textures more 
clearly. Next, go to Multiply >Screen> 
Overlay and adjust it to a level that you are 
happy with on the darker tiger detail. 


NO SHORTCUTS 


You can always take a 
quick shortcut on a Mac 
- creating the wood 
effect using filters in 
Photoshop, or using the 
Live Trace feature in 


Illustrator to create your 
outlines. But you can't 
beat the hands-on 
approach if you have 
the time. It really does 
make a difference. 


Repeat the process from the previous 
step and adjust the lighter tones in 


the image to your desired levels. You don’t 
have to stick to using wood textures. You 


could include any texture you like to add 
a different dimension to the image. 
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2 The image should now be finished, so step back from your monitor 
again and check your final artwork. If you're happy with the image, 
save it as a layered Photoshop file. Flatten the image, save it as a CMYK 
TIFF file and it's ready for print. 
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FILTER TIPS 


Photoshop's filters have ‘Become more sophisticated 
with every new release of the software. Even if you 
haven't got CS3 yet, we show you some essential 
techniques for using filters in your illustrations... 


» hotoshop’s filters can be an invaluable resource for any illustrator or designer. 
One of the greatest advantages of the filters is that they help you create things 

_ that would normally take you ages to reproduce with just the tools in Photoshop 
~ or by other conventional methods. However, one of the great disadvantages of 
filters i is ma the results are so recognisable as filter effects. You know the classic cases: too 
much Lens Flare, dodgy rendered clouds, too much drop shadow and the overuse of ZigZag 
for ripple effects. 

Over the following pages, you'll find 60 tips for using filters more creatively. Some of the 
subjects we cover are colour correction, 3D effects, ways to make your images more toon-like 
and retro, and how to get more out of the Liquify filter. There are also a few tips that don't use 
filters but act in such a way that they’re like using a filter. 


Words provided by Jason Cook [w] www.jc@jacey.com. 
Illustration by Nessim Higson [w] www.iamalwayshungry.com. 
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Say no to ZigZag 

Using either the clockwise or anti-clockwise 
Twirl tool, you can twist pixels in those 
directions. A larger brush works well with 
these. Use the Twirl tool instead of the ZigZag 
filter or Swirl filter, to create subtler and more 
controlled effects. 


Sky colouring 

The Extract filter can help with colour correction. 
Here we've isolated the blue sky from the autumn 
landscape and, using the Highlight tool set to a 
small brush size, have drawn around the sky where 
it meets the trees and horizon. Having done that, 
we used Color Balance to give the sky a warm feel. 
Before you do this, it’s best to duplicate the 
original image as a second layer and then, when 
you've applied the Extract filter, you can amend 
the sky so it sits over the original layer and its sky. 


You can change the colour of the sky to match 
the hues in the rest of the image. 


Paint smudge 


This is one of the stock images that comes on 
the Photoshop CD, in the Goodies section. 
Using the Warp tool, give the brush size the 
same pixel dimensions as the brush on the 
image and set the density to 100 percent to 
replicate a brush being pressed hard ona 
palette. Then, using the Liquify filter, you can 
easily simulate 
the paint daubs 
being pushed by 
the brush. See 
the red and 
white daubs on 
the image for 
the effect. 


The Liquify filter can be used to accurately simulate 
paint being smeared on a canvas or palette. 


Smart Highlighting 
This Extract option keeps the highlighting on the 
edge so you can use it when the foreground and 


background edges are of similar colours. Smart 
Highlighting enables you to apply the minimum 
amount of paint necessary to cover edges. 


Flaming distortions 

Create a black background and paint a line with a 
soft edge in yellow, then do an orange one on top 
of the previous paint stroke and offset it slightly. 
Open the Liquify filter and use the Warp tool to 
push and pull flames from the two paint strokes. 
The Warp tool blends the two colours together. 


Distorted faces 


Making caricatures is easy with the tools in the 
Liquify menu. In the 1970s, Ralph Steadman 
used to scratch and engrave on Polaroids to 
make satirical caricatures of the famous. Now 
you can do this with the Liquify filter. Try 
elongating someone's nose with the Warp tool, 
or use the Bloat tool to enlarge their eyes. 


iPod madness 
Here we've recreated the iPod adverts using the 
Extract filter. Use the Highlight tool to draw 
around the man and then use the Fill tool to fill 
in the element to generate a mask. Click OK. 
Then use the Lock Transparency Layer feature 
in the Layers 
palette to fill in 
the foreground 
and the 
‘ background 
= “ with different 
colours. 


Create colourful silhouette effects using the Extract 
filter, Highlight tool and Lock Transparency Layer feature. 


Depth of field 


If you’ve got a vase of flowers on a table in the 
foreground of an image and the rest of the room 
in the background, duplicate the layer. Open 
the top layer in the Extract filter dialog box and 
isolate the vase and flowers. Click OK and 
Gaussian Blur the bottom layer to give the 
illusion of depth of field. Clone out the vase and 
flowers in the layer you're blurring so you don't 
get a halo effect around the extracted part. 


Twirly clouds 

Here you can see how the Liquify tool is great for 

generating whimsical clouds. Use a combination 

of the Twirl and Bloat tools to spread the edges 

of the white airbrush strokes and then use the 
Warp tool 
to push 
the edges, 
giving a 
feathered 
effect to 
the clouds. 


Create swirling cloud effects with fluid 
airbrush strokes and Warp tool touches. 


Basic extraction 


The Extract filter is useful for isolating a 
foreground object from the background. It can 
help in making sophisticated selections. Use 
it for intricate and undefinable edges, because 
it can be much quicker than using the Pen tool 
and trying to create complicated clipping 
paths. When you paint around the edge of an 
object with the Brush tool, the edge loses its 
colour parts which are part of the original 
background. The Extract filter helps you to 
blend a new background without having a 
‘halo’ of the original background. 


Photo Filter 


Under Image>Adjustments>Photo Filter, this 
neat filter helps you to do away with fiddling with 
Color Balance or Hue/Saturation. The options 
replicate the effect of putting a coloured filter in 
front of a camera. If you're working with a 
portrait shot of a figure and its overall colour 
cast and tone is cool, you can select one of the 
warm filters in Photo Filter to warm the image. 


Deepest shadows 


The Shadow/Highlight command under 
Image>Adjustments is a speedy way of 
correcting an image. Don't mess around with 
levels to fix your dark and bright areas in an 
image; simply use this command to fix the 
problem. The classic case where you might 
use this is a silhouetted figure against a 
bright sky. This command brings back some 
detail in the figure. You can even try it on your 
completed illustration — if it’s gone too dark 
and murky in places, this might bring some 
balance back to it. 


Saturate instantly 


A simple way to saturate an image is to make 
a duplicate layer, and, on the top layer, set the 
blending mode to Overlay. As is always the 
case with Photoshop, there are a 
hundred ways to do the same 
thing, but this is one of the 
quickest. The left-hand side 
of this image has the Overlay 
effect on it. The right side is 
the original image. 


Selected greyscale 


To isolate an object from its background, 

make the background greyscale and leave the 
foreground object in colour. Draw a path around 
the foreground object with the Pen tool, 
ensuring that the ‘Subtract from path area’ 
button is checked. Then select Layer>New 
Adjustment Layer>Hue/ Saturation, and use the 
Hue/ Saturation dialog box to desaturate the 
background colour. The foreground colour will 
remain the same. 


Halftoning 


Take an image and then convert it to 
greyscale in the Image>Mode menu. Then 
convert it to bitmap. Now you can explore the 
halftoning options. Find the desired effect 
and click OK. Now you can use Color Range 
to isolate and make a selection of the black 
or the white areas and then overlay this 
image on the original one. Use Transparency 
Lock to fill in the selection with a colour and 
then apply a blending mode to get a 
patterned colour over the original image. 


Controlled duotone 


Rather than using the duotone feature in 
Photoshop, use this method for a more visual 
way of applying a duotone to an image. Take an 
image and make it greyscale. Create a new 
layer and fill it with your desired colour, then 
reduce the layer’s Opacity to around 30 
percent and change the blending mode to 
Color or Soft Light. Now use Hue/Saturation to 
change the colour of this layer until you achieve 
the desired effect. 


Take more control over the creation of duotone images 
by making them greyscale and filling them with colour. 


Saturated softness 


Take an image and duplicate the layer, set the 
blending mode to Overlay, reduce the Opacity 
to around 70 percent and then slightly Gaussian 
Blur that layer. This gives the overall image a 
soft clean saturated feel, and works wonders on 
illustrations that are starting to look a bit flat. 


The new Solarise 


Forget about using the Solarise filter; 

instead try using the Gradient Map under 
Image>Adjustments. Click on the drop-down 
menu to see your installed gradients, and make 
new ones if necessary with the Gradient tool. 
See how applying a muted warm gradient gives 
you a great-looking solarised effect. 


Achieve a dramatic solarised effect by applying a 
muted warm gradient in the Gradient Map. 


Pastel effects 

Open your colour image, duplicate the layer 
and use the Channel Mixer to create a contrasty 
black-and-white image. Then gradually lower 
the Opacity of this layer to get the desired 
pastel effect on the overall image. This works 
fast on skin tones if you want that old weathered 
feeling to an image. Again, try using Gaussian 
Blur to soften it. 


Red eye colour correction 


Got a photograph of a person or animal you 
want to use but they've got red eye? You can use 
the Color Replacement tool to change the red 
colour. Or you can create a new layer over the 
original image, zoom in to the eye and painta 
black colour over the red with a soft brush. You 
can then change the blending mode for this 
layer to Color. 
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Quick pixel art 

To generate a simple pixel-art effect, use the 

Filter>Pixelate>Mosaic filter, then apply the 

Diffuse blend mode and use Unsharp Mask to 
sharpen it. Create a new 
layer and use the Line 
tool to draw around the 
edges, switch off anti- 
alias and apply the 
same filter you did for 
the previous layer. 


Create a pixelated effect on your images quickly by 
using the Mosaic filter and a touch of the Line tool. 


Pretend vector art 
This is an old favourite with many an illustrator. 
Use the Cutout filter to generate flat areas of 
colour. Once it’s been applied, use the Diffuse 
filter, and then apply the Unsharp Mask filter. 
The simpler the image you use in terms of 
colour and texture, the better the result. 


Graduated retro art 

Take an image of someone and apply Threshold. 

Find the desired effect and click OK. Then apply 

the Diffuse filter and select Anisotropic. Then click 

OK and apply Unsharp Mask just to help make the 
image sharper. 
Now create a 
new layer over 
this layer, add a 
funky gradient 
and switch the 

J blending mode 
to Hard Light. 


Funky gradients 
can be used to 
add a retro 80s 
look to your 
portrait pictures. 


Pretend 3D wireframe 

Make a square document and draw a grid in it 
with the Line tool. Use the Elliptical Line tool to 
make a circle selection and use the Spherise 
filter to distort it. Copy your selection so it's on its 
own and not part of the original grid background, 
then place it where you want within your image. 


Keyline disintegration 

Another cool retro look can be achieved with the 
Graphic Pen filter. Once applied, select the main 
body of colour and use a vibrant light gradient. 
While the selection is still highlighted, key 
stroke it with a one- or two-pixel wide stroke. 


The Graphic Pen filter works best if the object you're 
applying it to is on a white background. 


Diamond bling 

Want to create the type of diamond text you see 
on all the hip-hop and garage compilations 
these days? Create a word and keep the 
selection active, then go to Filter>Distort>Glass. 
Depending on the size of your document, this 
will affect the scaling settings, so experiment 
but use the Tiny lens in the texture drop-down 
menu. Once that’s done, create a 3D bevel stroke 
around the word. Hey presto, instant bling. 


TV scanlines 

Import a simple black-and-white horizontal stripe 
in Define Pattern under the Edit menu. You can 
then use this as a pattern over an image that you 
want to make, such as a TV screen with horizontal 


scanlines. Once you've applied the pattern to the 
layer over the image layer, set the blending mode 
of the layer to Soft Light. You may also want to 
reduce the Opacity to give a more subtle effect. 


Old skool electro art 


Keyboard shortcuts can help generate cool 
effects. Here we use a shortcut to generate an 
old-looking computer-generated spiral effect. 
Fill the background layer with black and then 
create a new layer. Make a keylined square, 
duplicate it, then use Transform and slightly 
rotate it. Press Ctrl+Alt+Shift+T (Command+ 
Option+ Shift+T), and keep doing this until you 
achieve your spiral effect. Then merge all the 
new generated layers into one to reduce file size. 


In seconds, you can create an effect that the super 
computers of the 70s would have taken hours to generate. 


More vectoring 

Take an image of a face and posterise it under 
Image>Adjustments. Then Gaussian Blur it 
slightly. Go to Unsharp Mask under Filters and 
sharpen it to create vector-looking artwork. 
You may want to use the Pen tool to make 
selections, and add bits of colour to the rough 
edges to clean it up. 


Trippy inversion 

Take an image and then duplicate it, making 
sure you're working in RGB mode. Invert the 
new duplicated image, which should be the top 
layer. Switch the layer’s blending mode to 
Difference. This creates a subtle effect that still 
retains elements of the original image. Try to 
erase parts of the converted layer with the 
Eraser tool to add subtle elements of the 
original image. 


You too can create trippy images of livestock by using 
the Difference blending mode in Photoshop. 


Blended rough comic artwork 


Use the Poster Edges filter under Artistic to 
generate rough outlined comic artwork. Keep 
the Posterization setting to a minimum and the 
Edge Intensity low as well. But increase Edge 
Thickness to find the desired effect. If you keep 
the original image under the filtered layer, use 
the Eraser tool to work away part of the filtered 
layer so it looks like it’s blending into it. This 
technique works well on photographic faces. 


The Poster Edges filter will give your objects a rough 
outline, in the style of comic artwork. 


Dirty ink lines 

The Ink Lines filter under Artistic is a great filter 
to give part of your image a graphic dirty feel. 
Keep the stroke length to a minimum but 
increase the Dark Intensity and Light Intensity 
to nearly maximum. 


Ink blots 


To get ink blot effects use the Paintbrush tool to 
apply Wet Edges and paint some black blob 
shapes on to a white canvas. Layer your paint 
strokes with another paint stroke. Then apply 
the Liquify tool and use the Warp tool to push 
and pull so the blobs look like splattered ink. 


Neon edges 


Open an image and apply the Glowing Edges 
filter, then use Hue/Saturation to colourise it so 


it’s blue. Duplicate the layer and set it to Overlay. 


Then apply a slight Gaussian Blur so that the 
edges look like they’re glowing. Once you've 
done that, you may want to duplicate the blurred 
layer to make the glow more vibrant. 


Gaussian Blur pencil sketch 


Take an image and desaturate it under Image> 
Adjustments, then duplicate the layer and 
invert the duplicate. Set the blending mode 
to Color Dodge and use Gaussian Blur. 


Gaussian Blur an inverted image and you should end up 
with a simple greyscale shaded pencil sketch. 


Stitched effect 


Open an image and duplicate the layer, then 
apply the Find Edges filter. Now desaturate the 
image and colourise it with Hue/Saturation, 
making it a darkish blue. Now move this layer 
below the coloured original layer. Using the 
Magic Wand, delete parts of the coloured layer 
so it looks as if the image has been created 
gradually. Flatten the image and use a small 
texture effect to give the impression of fabric. 


Pop Art revisited 


Creating Pop Art effects is easy. Open an 
image, preferably a head shot. Make sure 

it has no background and is transparent. Use 
Threshold to get a nice contrasting black-and- 
white effect. Duplicate this layer and fill the 
head with white using Transparency Lock. Hide 
the layer, go back to the Threshold layer and use 
Color Range to select the white areas, then 
delete them. Now move the white-filled layer 
below this one. Fill it with a colour, then fill 

the Threshold layer using 

Transparency Lock and fill 

with a colour. Create a 

new layer at the bottom 

of these two and fill it 

with a colour. 


Create dramatic 
effects from your 
portrait pictures 
using Threshold and 
Transparency Lock. 
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Marvel sketch 
Duplicate an image and apply the Emboss filter 
to the top layer and set it to Hard Light. You may 
need to change the contrast of this layer by 
using Levels, or switch on the Transparency Lock 
for this layer and then fill it with a colour such as 
black for a simple ink pen sketch. 


pe 
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Create a stylish comic-like sketch effect by using the 
Emboss filter and the Hard Light blending mode. 


Cutout alternative 

Instead of using the cutout filter, have a go with 
the Paint Daubs filter, keeping the brush size to 
a small size and the sharpness high. Once 
you've applied these setting, use the Smudge 
Stick filter to give your image an outline. 
Intensity should be high, with Highlight Area 
and Stroke set low. These two filters work best 
with an image on a white background. 


Charcoal two-tone 


When applying the Charcoal filter, set your 
foreground and background colours to two 
vibrant colours and then apply the filter to get a 
really nice rough screen print effect. If you 
increase charcoal thickness, it makes the effect 
heavier. Then have a go at posterizing the image 
for a very clean graphic touch. 
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Radial Blur 


Use Radial Blur and set the Blur Method to Zoom 
and the Quality to Best for a simple effect. This 
works best on keylined objects. It provides you 
with an instant clean effect to your illustration to 
add movement and depth. 


Lens Flaring 

Avoid using Lens Flare in an obvious way. 

If you want to add a bit of sparkle to a science 
fiction illustration, then use a low Brightness 
setting and a Lens Type of around 105mm 
prime. Then keep repeating the filter to 
generate a nice starry space background. 


Heat effects 


A great way of adding heat to your illustrations is to 


use the Glass filter under Filter>Distort. Open an 
image and duplicate it, then set your Texture to 
Frosted and the Distortion and Smoothness to a 


low setting. Keep scaling to about 75 percent, until 


you get a wavy smooth distortion. Color Balance 
the filtered layer to a red bias and then delete 
elements to show the original image below. 


Use the Glass filter in combination with Photoshop's 
Color Balance tools to create/heat effects. 


Fiery eyes 
Open an image with a close-up of an eye and 
paste a chromed fire image (see Chromed fire 
on the right) over the top of the eye. Scale tt 
down as necessary to fit over the iris. Use the 
Eraser tool to clean up the edges and then erase 
some of the fire so the pupil shows through, then 
set this layer to Hard 
Light. Flatten the 
image and add Lens 
Flare for a highlight. 
Duplicate the layer, 
apply a zoomed 
Radial Blur and set 
this layer to Overlay. 


Add fire to eyes by combining the use of the Chrome 
filter with Hard Light and Overlay blending modes. 


Brushed metal 

Make a new document, select a portion of an 
image and use the Add Noise filter. Experiment, 
but make sure the Monochromatic button is 
ticked, then enlarge and stretch it with 
Transform. Crop your image so there’s no white 
background. Then give the texture a bit of depth 
by using the Lighting Effects filter to cast some 
light across it 


Eye highlight 

Lens Flare is great for using as a simple 
highlighter. Use it for bringing life to dead 
eyes. Render a small highlight Lens Flare in 
each eye on the edge of the pupil to simulate 


a photographer's light reflection. Even use it 
to highlight a figure by rendering half a Lens 
Flare on and off a figure, very much like the 
sun appearing from behind a figure. 


Night vision 

Open an image (a landscape is best) and convert 
it to greyscale, then convert it to duotone. Use 
two colours: a black or darkish green and then a 
vibrant green. Once they're applied, convert 


back to RGB mode and then use the Add Noise 
filter to make it a bit grainy. You may need to use 
Levels to make some small adjustments to give 
the image a vibrant feel 


Motion Blur edges 

To make subtle Motion Blur edges, open an 
image and use the Pen tool to create a clipping 
path around the object you want to Motion Blur. 
Turn it into a selection. Go to Select>Modify> 
Contract, and, depending on the resolution of 
your image, set the pixels to between 2 and 15. 
Then click OK and go to Select>Feather and 
set the pixels to around 3 and click OK. Now 
invert the selection and apply your Motion Blur. 
You'll get a subtle blending, which is great for 
science-fiction space ships. 


Chromed fire 


Create a new document and make a number of 
paint marks and gradients in greyscale. Then 
apply the Chrome filter under Filter>Sketch, 
and make the Detail and Smooth options quite 
high. Then create a new layer and make a 
gradient from rich orange through to yellow, so 
yellow is at the top. Then set this layer's 
blending mode to Hard Light. 


Hot chrome effects are possible by simply using the 
Chrome filter and a rich, colourful gradient 


Futuristic heat vision 

Using a cityscape type of image, go to 
Image>Adjustments>Gradient Map and use 
a range of colours that goes from black, dark 
blue and red to yellow and apply this to the 
image. Now go to Filter>Noise>Add Noise 
and experiment with the amount, but set the 
Distortion to Uniform to get an instant and 
very effective ‘heat vision look. 


Instant 3D shapes 


Create a graduated shape ona solid 
background, then click the Layer Effects button 
at the bottom of the Layers palette and highlight 
Bevel and Emboss. All manner of 3D styles can 
be achieved. By giving the depth a higher 
percentage, more depth can be added. But dont 
be restricted to just creating web buttons; create 
organic shapes with this filter and then 
incorporate them into your illustration. 


3D text outlines 


When using the layer styles to emboss and 
create 3D-style text, make multiple stroke 
outlines of the word or letter and emboss each 
stroke to give the letter or word multiple 3D 
elements. By adding slightly different drop 
shadows to the words, you can create quite a 
striking effect. 


Planet with rings 


Creating an atmospheric planet with Saturn- 
type rings is very quick and easy. Set up a 
document with a black background, then make a 
circular selection with a dark-purple-to-black 
gradient in it. Add the Noise filter and then 
Gaussian Blur it. Create a new layer and make an 
elliptical selection and fill it with a gradient from 
white to transparent. Then use the Transform 
command to distort it to an angle so it looks like 
the image below. Use the Eraser tool to delete 
parts of the planet, then use the Gaussian Blur 
to soften it slightly. Duplicate this layer and add 
the Noise filter, then slightly offset it to its 
original layer. 


It's quick and easy to create a ringed planet combining 
a handful of different filter effects. 


Duplicated 3D cubes 

A great use for the 3D Transform tool is to 
help you generate multiple items at slightly 
different angles. For example, you could 
have a cityscape but only a couple of 
buildings on the horizon. Rather than use 

the Clone tool to duplicate them at the same 
angle, use the 3D Transform tool to duplicate 
and slightly rotate. 


Create the sun 


You could use the Chromed fire tip (see 
Opposite) again in conjunction with the 3D 
Transform filter (Filter>Render). This is a great 
way to create instant planets and spheres. 
Another great use is to create eyes for 
illustrations. Sometimes details in eyes can be 


lost in a photograph, so by making your own eye 


texture and then applying the 3D transform 
filter, you can generate sharper eyes. 


Isometric pixel art 


Using an isometric angle of 30 degrees with 
no vanishing point is a cool way to build an 
illustration very quickly in Photoshop. Since 
there's no vanishing point with isometric 
perspective, you could, for example, create 
a Lego brick with the Line tool, fill it with 
gradient then apply a filter such as Cutout. 
By duplicating the layer in Photoshop you 
can gradually build a shape as if you were 
building one in the real world. By flipping 
the brick horizontally, you can build in the 
other direction. 


Lighting effects 

Under Filter>Render, the Lighting Effects filter 
is very sophisticated. It helps to instantly 
generate depth to an illustration by creating 
highlights and shadows. The best way to get 
this to work is to use more then one light 
source, because one light source can just look 
like a gradient. Try using two spotlights from 
different directions and applying different 
properties to each light to mix the final effect. 
You could use this effect on the ‘Planet with 
rings’ tip on the left 
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Drop shadow 


Use Layer Style in the Layers palette to select 

a drop shadow. This is a simple and quick way to 
add depth to your illustration. Try to be subtle 
with it because sometimes it can look too 
obvious. Using it on people in photomontage 
illustrations helps to lift the person off the page. 


Drop shadows are a simple and easy way to give the 
impression that objects are being lifted off the page. 


Liquified 3D 

The Liquify tool is another great way to simulate 
3D. Try applying it to text. Use the Bloat tool to 
distort parts of a word. This tool can be used for 
many different approaches — try it ona fiery 
texture to give the illusion of molten lava or 
bubbles in oil. 


Third-party plug-ins 

If you look on the web, you'll come across a 
whole host of websites that offer plug-ins that 
simulate 3D effects in Photoshop. Most plug- 
ins can be installed into Photoshop's plug-ins 
folder then accessed through the Filter menu. 
There are some quite sophisticated plug-ins 
that simulate a 3D software application — some 
can even apply texture maps and decals to the 
3D objects. 
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You'll find all the files 
you need to complete 
this tutorial in the ‘Photo’ 
folder in Section 2 on the 
1“ CD, or via the interface. 


Originally 

| from the 

| US, Susan 
Burghart 

Mae “MR is a London- 
: based illustrator and 
designer. Having worked 
in graphic design for 
seven years, she moved 
to London and graduated 
last year with an MA with 
Distinction in Illustration 
from Camberwell College 
of Arts. Susan's clients 
include Worth Global 
Style Network (WGSN], 
R.E.D and Spunky 
Clothing UK. Find out 
more by visiting www. 
susanburghart.com. 
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PHOTOCOPIER EFFECTS 


Does your Illustrator work end up looking too mechanical and perfect? Talented illustrator Susan Burghart 


reveals the techniques she uses 


to add gritty texture to her clean vector illustrations 


The beauty of popular vector-based 
programs such as Illustrator or 
FreeHand is their ability to create smooth, 

clean, streamlined imagery that is 
mechanically perfect. But what if you 
decide that your resulting work is too clean 
and sterile, and you want to add a grittier 
touch to your vector work instead? 

Sometimes it’s a case of not being sure 
of where to begin, or not having the time, 
budget or access to the right equipment, 
such as a screen-printing lab. It’s also 
possible that you have already tried to add 
texture and age to your work by using 
filters in Photoshop but weren't completely 
satisfied with the results. 

In this tutorial, I'll show you an easy and 
effective way of adding texture and distress 
to your work, giving it an old screen-printed 
look. All you need is access to a laser printer, 
a photocopier and a basic knowledge of 
Photoshop, particularly working with Layer 
Masks. I've experimented with both screen 
printing and working with photocopies to 
add texture and distress to my vector work, 
and for me, photocopying produces equal, 
if not better, results. 


NA 


1 Begin by creating your preliminary 
image in either Illustrator or FreeHand. 


Alternatively, use the image provided on the 
| CD (sb_tutorial.ai). In this tutorial we'll work 
with more than one version of the vector 
file: the positive image, consisting of black 
lines on a white background, and the 
negative image - an inverted version of this. 


Illustration and tutorial by Susan Burghart 
www.susanburghart.com 


Now print each vector file - a standard 
laser print works best. Sometimes 
when the printer's toner is low you will 
notice that streaking effects start to appear, 
which can give your image an interesting 


! look and actually work to your advantage. 


| 
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Next, crumple your positive image 
printout into a ball before flattening it 
back out. The toner from the laser printout 
will start to fall off where the paper creases, 
creating wrinkles and distress marks. 


Take the flattened printout and copy it 
on a photocopier, experimenting with the 


4 


lightness and darkness settings depending 
on what kind of effect you want, and 
depending on the quality of the photocopy. 
| find that the less pristine the photocopies 


are and the older the photocopying 
machine, the better the outcome. 
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Take the reproduction of your positive image and 

make another photocopy of it, then photocopy the new 
photocopy. After a series of second and third-generation 
photocopies, the image will look distressed and warped. 
You could skip the crumpling process and still get some 
distressed effects through multiple photocopying. 


Repeat exactly the same printing, crumpling and 
photocopying process for the negative image. 
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REUSABLE MASK 


If you don’t have access 
toa photocopier and are 
pushed for time, you can 
go through the print, 
crumple and scan 


Scan both your positive 

and negative image 
reproductions at a minimum 
of 300dpi, saving them as 
TIFF files. You'll want to 
scan the size and resolution 
according to the size of your 
final image. Sometimes, 
scanning a fairly small 
reproduction of an image at 
a higher resolution can result 
in some interesting effects. 
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process with a single 
black page printed out on 
alaser printer. You could 
then keep it as a Layer 
Mask for later use. 
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Open or import y 
Double-click the Background layer so that you 
can change the layer order, and rename the layer 
| Positive Image. Create a transparent second layer, 
| give ita Layer Mask and name the layer Negative 
| Image. This is your primary image file. 


Open or import your negative into Photoshop. 


| Cut (Ctr/Command+C). Go to the Layer Mask on the 
| second layer in your primary image file and paste 

| the negative image into it. Invert the selection. This 

| mask will be duplicated and used in subsequent 

| layers. Finally, ensure you're working in RGB mode. 


our positive image in Photoshop. i | 


This negative image will serve asa mask in your | | 
| primary image file. Select All (Ctr/Command+A] and | 


i fiew Window Help 
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"FUnitled-1 @ 24% (negative image. RCB/8) 


1 a colour of your choice. You will notice the 
| mask created with the negative image printout gives 
the area of colour a textured appearance. 


| 1 around with the positioning of the mask and 

| areas of colour until you achieve a composition you 
are happy with. Later on, you can return to each 
mask and erase and modify it as you see fit. 


1 


the areas where you want to add colour. If 

| you're using the Positive Image layer as a guideline 

| to create selection areas with your Wand tool, move 

| back up to the Negative Image layer (and later, 

| subsequent colouring layers above it) while the 

| selection is still active but before filling it with colour. 


1 


layer. Again, use the Wand or Path tool on each layer 
to select the area you want to colour. | like to 
experiment with various Layer Modes and opacities 

| by keeping each coloured area on a separate layer. 


mask as you used in the Negative Image 


1 positioning of the colour area, layer 
mask, or opacity on each layer. 


1 Once you've finished colouring each 
area, change the Blending Mode of 
each layer to Multiply or Linear Burn. 


| Tl 
“Drexture @ 16.7% (nGB/s) 
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1 Scan ina textured background of 

your choice. This texture will provide 
a background that gives the image an even 
more aged or distressed look. You could 
also import photographs of aged surfaces 
at this stage if you prefer. 


~ 


1 Copy the textured background and 

Paste it into your document, moving 
the layer below your Positive Image layer. Set 
the Blending Mode of the Positive Image layer 
to Multiply or Linear Burn. 


1 You may find that some of your colours 
look different when importing your 
textured background. Adjust the Opacity or 
experiment with effects that occur when you 
change the Blending Mode of your layers. 


—— 


oo — tl 
1 At this stage, you can import various 

| textures, such as paintbrush strokes 

or other patterns, to add a little extra flair. 

| Play around with the girl's eyeshadow, 

importing paint strokes to colour them a pale 

pink. Try giving this addition a Linear Burn 

! Blending Mode and then reduce the Opacity. 
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2 To add extra depth to the eyeshadow, 

duplicate the layer and give it a 
darker raspberry colour. You can then go in 
and mask out parts of the layer. 


2 To add a last unifying element to the 

piece, import a textured border. This 
layer should be placed on top and given a 
Linear Burn Blending Mode. 


\2 
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CUSTOM BRUSHES 


Selected areas of the 
veined effect that 
appears on surfaces as a 
result of the crumple and 
copy process can be 
converted into some very 


handy custom Photoshop 
brushes if you wish to 
add more distress and 
cracked effects to your 
finished document. 


CONTROL-CLICK 


Use this handy shortcut 
to quickly view just your 
Layer Mask. Press the 
Ctrl/Command key and 
click directly on the 
Layer Mask of your 
choice. This shortcut is 
especially handy when 
you want to be very 
precise and direct when 
editing a Layer Mask. 


To finish the image off, go back and reposition the masks, colour 
areas and transparencies until you're happy, and complete any 
fine-tuning or cleaning up where necessary. 


onTHEcD WD) 
You'll find all the files 
you need to complete 
this tutorial in the 
‘Kaleidoscopic’ folder in 
Section 2 on the CD, or 
via the interface. 


| Maller is 
a graphic 
») artist from 
7 Melbourne, 
Australia. He is currently 
working as a full time 
freelance designer, while 
also creatively directing 
the crew over at 
depthcore.com. Check 
out his personal folio at 
www.superlover.com.au. 
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KALEIDOSCOPIC IMAGES 


Applying a kaleidoscope effect to an image can generate some wild and unexpected results. Justin Maller 
explains how to create colourful designs full of chaotic impact using basic Photoshop techniques 


Ever had an image that simply 
> didn’t work? The angles are off, 
the colours aren’t quite right, the focal 
point is all wrong — things simply aren’t 
clicking? The kaleidoscope effect is a 
fun way to bring new life to this kind 
of image, and a creative way to experiment 
with pattern-based work in Photoshop. 
The actual premise of the technique 
is very simple, based on symmetry, 
replication and rotation, but the effects 
it can generate are frequently quite 
complex. There’s no limit to the intricacy 
you can achieve with a kaleidoscopic 
image, since the technique may be simply 
repeated with different variables and 
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Layer Modes to generate minutely 

detailed work. This technique can be 

applied several times to different sections 

of the same base image, and as such is a 

useful way of presenting each separate 

aspect of the initial work in a new light. 
In this tutorial, you’ll learn how to 


create a basic kaleidoscope effect, as well | 


as how to achieve several slightly more 
advanced variations to create your own 
original kaleidoscopic pieces. 


Illustration and tutorial by Justin Maller 
www.superlover.com.au 


In Photoshop, open the carnival.jpg file 

from the CD. Make a square selection of 
an area you find interesting by holding down 
Shift while you drag the Rectangular 


| Marquee tool. Now Copy and Paste this 
| selection into a new layer. 


Using the Polygonal Lasso tool, make a 

diagonal selection from the bottom left 
to the top right of the image and clear the 
lower triangle. Duplicate the remaining 
triangle, and flip it horizontally. 


| these layers and 

| duplicate them. Rotate 
| the new layer by 45 

| degrees and position 

| centrally. This will give 


Position the duplicate to the right of your 


original selection and merge the two 
layers together. This new shape will form 
the basis of your kaleidoscope, so make 
sure you're happy with it. If not, go back to 
the start and try a new selection. 


Duplicate this layer and flip it vertically. 

Try to position it so that the tips of the 
two sections are touching each other, and 
then merge the layers. 


KALEIDOSCOPE EFFECT TECHNIQUES oO 


Duplicate this layer 

again, and rotate it 
90 degrees clockwise. 
Make sure that each 
edge is touching the 
other and there are 
no gaps. You've now 
created a very basic 
kaleidoscopic image. 


To add more depth 
to the image, merge 


the illusion of previous 
transformations, as it 
adds corner angles to 
the image. 


DON’T STOP 


There's no need to be 
satisfied with a basic 
kaleidoscope image. 
Repeat the process on 
various sections of the 
original image many 
times to generate the 
most detailed and 
intricate piece of work 
possible. For an ultra- 
detailed response, try 
making a kaleidoscope 
out of a kaleidoscopic 
image. For even 

more detailed results, 
try experimenting 
with the various Layer 
Modes when making 
your replications. 


LIGHT WHEEL 


This is a variation 
kaleidoscope technique. 
Make a vertical 
selection, then Copy and 


Paste this into a new 
layer. Duplicate this 
layer, set its Blending 
Mode to Lighten, and 
rotate it by ten degrees. 
Repeat these two steps 
until you’ve completed a 
full 360-degree rotation, 
then merge all layers. 
Finally, make a circular 
selection of the centre, 
then invert the selection 


You can now incorporate other elements 
from within the original image to simulate 
the next transformation. Duplicate your base 


| image and re-size it to 50 percent. Make a 
| fresh selection within the image, and repeat 
| steps one to five. 


‘ i 2 
Position the new smaller kaleidoscope 
above the original and place it at the 


} centre. Next, drag out a Circular Marquee and 
| make a selection at the centre of your new 
| kaleidoscope layer. 


and clear to reveal a 
perfect light wheel. 


+l) and clear. Position this image at the 
centre of the canvas. You now have the finished 
core part of the kaleidoscope image. 


1 Continue to add detail b g the first ni pone 
positioning the new elements at symmetrical positions 

throughout the piece. You may wish to concentrate on the central 

area, or add variations to the corner images; so long as you keep 


things symmetrical, the kaleidoscopic effect will not be lost. 
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=» PHOTOSHOP & ILLUSTRATOR 


REFLECTIVE SURFACES 


There are numerous ways to simulate chrome in Photoshop, but by reflecting an ‘environment’ into your artwork 
using Illustrator and Photoshop you can really make it shine. Award-winning designer Mark Mayers explains how 


o) 1950s Southern California evokes Open the CE 
thoughts of summertime cruising, hotrod_logo.ai 
You'll find all the files you music blasting from car radios, delinquents | file supplied on 
: ; ? ; J : ae Mm) 
need : Shits this in leather jackets racing for ‘pink slips’, and | the re be is the sie 
tutorial in the ‘Chrome’ lished chro linting in th In thi original Illustrator 47) 
folder in Section 2 on the mn ni ‘ I ‘ll re ae a ™ j - mir oe artwork that you > 3) VER, HUA 
CD, or via the interface. hi ‘ i iS gehen - 2 trea ‘5 2 will use to create oe AL 2 
ighly reflective chrome logo reminiscent the reflective ra Z/ ] DO ]] 7 
of the vibrant Hot Rod culture of that era. | chrome effects in Pye] J1 
; Chrome surfaces by their very nature Photoshop later. re CUSTDY. [SPARES 
( 5) have a smooth, mirror-like reflective The logo is white, ax, 
- appearance, and knowing how to create a so make sure you * 
Mark Mayers ws . a are viewing it in i 
convincing chrome logo is a great trick any é 
has worked . : Outline mode 
in the design designer should have up their sleeve. (Ctr/Command 


industry for In this tutorial I’ll be showing you how +], 
f over 18 years. to create a convincing chrome logo by 

He's currently a freelance reflecting an organic photographic 

designer who works ‘environment’ into your artwork. This will 


froma studio in Cornwall bring out the dramatic darks, lights and | me 
and was recently ; ; : : Nin 
awarded Designer of edge details associated with reflective | 
the Year by MetalFX surfaces. You will be using Alpha Channels | | ag 
Technology. To see to store selections for future use, and the | “hie 
more of his work, visit Glass filter to drive a blurred version of the | | res CUSTOM SPABES 
www.markmayers.co.uk. Jogo, which will be like a bump eo! oe FF Bis Sie 
3D application. You will also be working & 
. . = 
with the rarely used Plastic Wrap filter to | = 
create the specular highlights, as well as 2 Next create a rectangle 208mm wide by 
using the powerful features of Clipping 145mm high and send it behind (Ctrl/ 
Masks. To finish off, you will airbrush in | Command+Shift+{). Select All and centre 
some highlight glints. both the logo and the box using the 
By the end of this tutorial I hope to have Horizontal and Vertical Align palette. Return 
| to Normal view mode and save the file. 


provided you with the inspiration you need 
to incorporate some of these techniques 
into your own artwork. Here’s how to do it. 


Gaussian Blur 


Go to the 

triangle at the 
top-right of the 
Channels palette, 
highlight Duplicate 
Channel, choose 


Now open the 
hotrod_logo.ai file | 
in Photoshop. Crop it to | 
the bounding box with | 


a resolution of 300dpi, l New for the eadies: es 

in RGB mode. Select All and Copy. Create Destination and ean. 
Illustration and tutorial by Mark Mayers new Alpha Channel by clicking on the Create name it Logo_Blur. Now add a Gaussian 
www.markmayers.co.uk New Channel button. Paste your selection into | Blur of 6.6 pixels and save the file as 
o—)—ASa the new Channel and name it Logo Trim. Logo_Blurpsd in a convenient location. > 
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WRAP IT UP 


Every filter has its uses, 
but when was the last 
time you used Plastic 
Wrap? Here's an 
example of using the 
filter to great effect, 
accentuating the surface 
detail by creating natural 
highlights and shadows 
which conform to the 
logo's contours. Putting 
the Black Specular 
Highlights layer on 
Screen mode leaves the 
dark areas unchanged 
but allows the highlights 
to be visible. 


CLIP IT 


Clipping Masks, like 
Layer Masks, are non- 
destructive. To remove 

a layer from a Clipping 
Mask, hold down Alt/ 
Option and position the 
pointer over the line 
separating two grouped 
layers in the Layers 
palette (the pointer 
changes to two over- 
lapping circles) and click. 
Alternatively, select a 
layer in the Clipping 
Mask and choose Layer> 
Release Clipping Mask. 
This command removes 
the selected layer and 
any layers above it from 
the Clipping Mask. 


“S hotred.logo @ 25% each, RCB/8) 


Duplicate the Beach Blur layer and 

rename it Logo Raised. Go to Filter> 
Distort->Glass and load the Logo_Blur.psd 
file you created in step 4 from the pop-out 
menu. You want a really reflective surface, 
so keep the Distortion at 20, Smoothness at 
3 and the Scaling at 100 percent. 


Back in your working file 
you can now fill your 
background colour with 


white. You no longer need this information 
because it is now stored as an Alpha Channel. 
Open the file Environment.jpg and drag it into 
your working file. Name this layer Beach. 


Window Help as aaa a 


ce (toca Sims cl 
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Use the Free Transform tool to enlarge 

the Beach layer so it covers all of the 
canvas — you can extend it over the canvas area 
if you like. Switch on the Alpha Channel to help 
position the Beach layer. The non-masked 
areas will be raised in step 8. 


Now isolate 
the raised . 
logo areas from the Blurred background. Make 
sure the Logo Raised layer is active, Ctr/ 
Command-click on the Logo Trim alpha channel 
icon to generate a selection from it. Create a 
mask by clicking on the Add Layer Mask icon. 


Duplicate the 

Beach layer by 
dragging its icon to 
the Create New Layer 
icon and rename it Beach Blur. Give it a 
Gaussian Blur of 5 pixels. This will 
eliminate detail that would otherwise 
distract from the logo, but still emulate the 
reflection required. Select All and then 
choose Image->Crop. 


1 To accentuate the Logo Raised layer, 
add some Layer Styles, apply a black 
Drop Shadow with a Blend Mode of Multiply, an 
Opacity of 100 percent, a Distance of 12 pixels, a 

Spread of 0 pixels and a Size of 13 pixels. 
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1 Add an Inner Shadow with a pale 

turquoise colour, a Blend Mode of 
Screen, an Opacity of 88 percent, a Distance 
of 2 pixels and a Size of 35 pixels. Now add 
an Outer Glow with a Blend Mode of Multiply, 
an Opacity of 45 percent, a Spread of 8 pixels 
and a Size of 2 pixels. 


1 Choose 

a lime 
green and adda Bevel and Emboss with a 
Style of Outer Bevel set on Smooth. Set the 
Depth to 91 percent, the Direction to Up, the 
Highlight Mode to Screen, the Opacity to 75 
percent, the Shadow Mode to Multiply and 
the Opacity to 68 percent. 


" hotrod.logo @ 25% (Logo Inlay, RGB/8) 


Choose a dark green |» Ba. 


Color Picker. Create a new 
layer between the Logo 
Raised and the Beach Blur layer, Select All 
(Ctr/Command+A) and fill with this colour. 
Name it Logo Inlay and set it to Multiply with an 


| Opacity of 88 percent. 


d 
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14 Now you can create specular highlights 
for the chrome badge. To do this, first 
duplicate the Logo Trim Alpha Channel and 
Invert it (Ctr/Command+l). With the new 
Channel active, apply the filter using Filter> 
ArtisticPlastic Wrap with a Highlight 
Strength of 17, Detail of 9 and a Smoothness of 
7. Finally, rename this Channel Wrapped Logo. 


channels 


To trim away 

the excess Plastic Wrap areas, select 
the alpha channel named Logo Trim by Ctrl/ 
Command-clicking on its icon, go back to the 
Wrapped Logo channel and Modify>Contract 
the selection by 1 pixel. Invert the selection 
(Ctr/Command:+Shift+l) and fill with black. 


1 


16 In the Logo Wrapped Alpha Channel, 
Select All (Ctr/Command+Al, Copy and 
Paste into a new layer above the Logo Raised 
layer. Set the Layer Mode to Screen. 


| the selection by 1 pixel, 
| create a new layer above 


| non-transparent area of this layer will now act 
| as amask for these layers. Name the layer 
| Logo Clipped. 
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2 Zoom in on 

the Logo 
Raised layer and 
eliminate the hard 
edge where the 
chrome meets the 
dark enamel 
background. To do 
this, soften the 
Layer Mask. Alt/ 
Option-click on the 
mask icon and give 
ita Gaussian Blur 
of 2 pixels. 


Duplicate the Logo Trim Alpha Channel 
and rename it Logo Isolated. Now use 


17 


a variety of different sized white, hard-edged 
brushes to fill the entire centre shape of the 
logo. Rename it Logo Isolated. 


© DRAGIT, CROP IT 


83 hotrod_logo @ 25% (Logo Raised, RCB/ 4) 


OK 
a = Try dragging your own 
We FF Z Preview ‘environment’ images 
big Chls. 


into the file at step 5, and 
experiment with different 
degrees of Gaussian 
Blur. Remember to crop 
any extra image areas 
you have outside the 


canvas before applying 

= the Glass filter or be 

2 Add an Outer Glow from the Layer Style prepared for some 
palette to the Logo Clipped layer to unexpected results. The 

make the logo appear three-dimensional. Use displacement works by 

the Eyedropper tool to pick a dark turquoise 

from the background and use the following 


aligning the upper left- 
, ‘ hand corners on both the 
settings: Blend = Multiply, Spread = 4 pixels 
and Size = 35 pixels. 


| 
[t | 
r | 


1 The easiest way to 
isolate the logo 
from the background is to 
use a Clipping Mask. This 
will use only a single anti- 

aliased mask on all the 
layers above it and there 
will be no ‘interference’ 
from any of the other 
layers. To do this, select 
the Logo Isolated Alpha 
Channel by Ctr/Command-clicking on its icon. 


image to be filtered and 
on the file used to create 
the displacement. 
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Normal $) Opacity: /ioow 
| Lock: |) i++! @ Fi 
[Joins 

a = | Specular Mighlights 
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100% 


® hotrod_logo @ 25% (Logo Clipped, RGB/8) 
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Now Select 
ModifyContract 


19 


Layer 1, fill the selection with black and Alt/ 
Option-click between all the layers above. The 


I oe 2 om > ; 

2 Asa final touch, add some airbrushed glints by hand. Create a new 
layer at the very top above the clipped layers and name it Glints. Use 

a 40-pixel diameter white soft-edged brush at 100 percent opacity and paint 

over some of the highlight areas. Save the file as a .psd and you're done! 


By, 
ESSENTIAL PHOTOSHOP SKILLS GUIDE (111) 


) 


You'll find all the files you 
need to complete this 
tutorial in the ‘Abstract’ 
folder in Section 2 on the 
CD, or via the interface. 


|-2 hours 


| agraphic 
artist from 
| Melbourne, 
Australia. He is currently 
working as a full-time 
freelance graphic artist, 
while also creatively 
directing the crew over 
at http://depthcore.com. 
You can check out his 
personal portfolio at 
http://superlover.com.au. 
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ORGANIC 3D EFFECTS 


Adding abstract renders is increasingly used as a way of introducing extra levels of complexity to digital images. 
Here, Justin Maller uses a simple process to achieve amazing results in Photoshop and Cinema 4D 


Adding three-dimensional objects 
> to still photography i idl 

graphy 1s rapidly 
becoming a popular trend among digital 
artists. However, doing this utilising 
standard installed texture packages seldom 
achieves truly satisfactory results, because 
the synthetic materials have a tendency to 
clash with the tones and subtleties that are 
inherent in natural photography. 

Texturing woes aside, even creating 
objects that contain the level of intricacy 
and detail commonly found in the real 
world is a challenge in its own right, 
especially for users who only have a basic 
grasp of 3D programs. Fortunately, thanks 
to the powerful and effective structure- 
editing devices contained in software such 
as Cinema 4D, creating these objects isn’t 
as difficult as it may first appear. 

In this tutorial, I’ll show you how to 
create a basic abstract shape in Cinema 4D, 
and then I’ll walk you through various 
structural effects that will help you to add 
huge levels of complexity with relatively 
little effort. I'll also show you how to create 
your own materials from stock photography, 
give you tips on how to generate the best 
quality results by tweaking render settings, 
and then show you how to easily extract the 


3D into your photography using Photoshop. 


After that you can have a go at building 
your own mixed-media compositions. 


Tutorial and illustration by Justin Maller 
http://superlover.com.au 
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| 


| aninteresting section 


Open Photoshop 

and import the 
bark.jpg file provided 
on the CD. This will 
be the image texture 
you'll apply to the 3D, 
so decide now if you 
want to use the 
entire image or if 
you'd prefer to crop 


to make the material. 


Now open Cinema 4D and hit F5 to 
switch to the multiple perspective 
workspace. Select the Freehand Spline tool 


from the Spline panel and draw a couple of 
flowing splines in the Perspective window. 


u ‘= bia A 2 Sa A 
Selecting the Top window, draw a couple 

of splines that follow a similar path to 
your existing lines. Make the spline quite 
detailed and complex, because this will add 
detail later. Repeat this process in the other 
windows until you have a total of between 
six and eight splines. 


erence $2005 te Come ite er 2 
Now add a Loft Nurbs object to your 

composition and commence dragging 
and dropping each of your splines on to it. 
The order in which you add the splines to 
this object will affect the way the final shape 
is constructed; it’s good practice to add the 
largest splines first. 


Once you've added all of these splines 
to the Loft Nurb object, mark the Use 

Model Tool icon in the left toolbar and start 

experimenting with rotating, repositioning 

and re-sizing them. This step is crucial in 

forming the basics of your final shape, so 

ensure that the shape is flowing well. Don't 

be afraid to delete unnecessary splines. > 
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Once you have your basic shape, it’s time to start 
adding smaller refining splines that add a little more 
structural complexity to the shape. Draw a standard 
spline that tracks similarly to one you already have, add 
it to the Loft Nurbs, then re-size and reposition. This 
should add depth and detail to the object. 


RENDER CONSTANTLY 


When working in Cinema 
4D, there's a natural 
instinct to rely upon the 
real-time updates the 
program performs for 
you while editing. Take 
advantage of Cinema’s 
fast render times by 
performing in-window 
renders at regular 
intervals; this will enable 
you to accurately gauge 
exactly where your 
composition is and what 
you need to do to 
improve it. Frequent 
rendering is especially 
important when 
developing textures. 


When 
satisfied 
with your object, 
save the file so 
you can edit the object at a 
later date and create an 
entirely different shape using 
this cohesive set of splines. 
After saving, select the Loft 
Nurbs object and click on C 
to make the object editable. 


a] MM 


At this point, you'll need to convert the object from 
points to polygons so that you can add some excellent 
structural actions. Go to SelectionConvert Selection and 
choose From Points and To Polygons. Click on Convert. 
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This effect works best when applied minimally, 


Set a revert point by saving this file as 
convert.c4d. Now you can get started with the 
fun stuff. Select Extrude from the Structure menu. 
All structural actions can be controlled by mouse 
dragging, so get a feel for the effects that can be 
generated by dragging your mouse from left to right. | 


ae tereeereeeseeemnemnrerenesermeneereant M4i8000 9 6 SRME 1) 
1 Revert, and then convert your object back to 
Points. Try running an Extrude effect now, 
because this will generate a vastly different result. 
Editing the objects when they're converted to points 
will generate a more traditional extrusion, and it is 


also the ideal setting for applying a ‘Bevel’ effect. 


1 You can also control effects by editing the 
values in the Options box located to the right 
of the screen. Experiment with these values and 
note their effects. There are no set values that will 
generate great results, because each object will 
respond differently to different effects. Run test 
renders to properly observe the value changes you 
implement (see ‘Render Constantly’ at left). 


1 To run an Extrude Inner, first revert and then 
select the effect from the Structure menu. 


several times. Drag out a little extrusion, release | 
and repeat. Again, experimentation with values is 
the key to successfully applying this effect. 


1 You'll need to go back to a Polygon selection 
to run a Matrix Extrude, so hit Revert and load 
the effect from the Structure menu. Be very careful 
with this effect, because it uses a lot of system 
resources and can easily get out of control. The 
trade-off for this is that it produces some very 
extreme results, even when used minimally. 


1 Now that you have observed the effects of 

each of these structural actions, revert once 
more and then run a combination of them over the 
object. The best effects are generally obtained by 
running several combinations of subtle Bevels and 
| Extrudes; the Matrix and Inner Extrudes are best 
saved for when extreme effects are required. 


1 Add a Symmetry eects from the top 
palette and drag your object into it. 
This will add depth to angular perspective 
renders. Rotate the Loft Nurbs object within 
the Symmetry object until the desired effect 
is achieved. This step isn’t essential, but 
adding this depth can help to round off 
wispy objects and create more interesting | 
final renders. 


16° Now wiht you have your final object, 
draw a couple of long splines that | 


encompass the object. Create an Extrude 
Nurbs object and drag these splines into 
it to create a ribbon effect. Note that each | 
spline will need to be placed into its own 
Extrude Nurbs object. 


1 Select the material palette at the 

bottom of the screen and click on } 
Ctrl+N to create a new Material. Double- 
click on your newly created Material to bring | 


up the Material Editor interface. 


| 1,000 x 750 pixels in the Output tab, set the dpi 
; Channel box. Finally, in the Anti-aliasing tab, 


| Shift+R to render. 


1 Ensuring that the Color tab is active, 

click the texture arrow and load the 
bark.jpg texture you created at the start of 
this tutorial. Now drag this material from the 
Material palette on to each of your objects, 
including the ribbons. 


19 in preparation for the final render, it's 
1 time to find the perfect camera angle 
| in your Perspective window. Run several ‘in 
| window’ test renders until you find one that 
| works well. Once satisfied, add two or three 
Omni lights - these will help to improve the 
quality of your final render. 


Load up your render settings by 
clicking on Ctrl+B. Set the render to be 


to 300 in the Save tab, and tick the Alpha 


make sure Anti-aliasing is set to Best. Use 


Source 


T~ Invert 


Document: | render tif | 
Channel: | Alpha 1 x ] 


Operation 


| New Selection 

| | © Add to Selection 

| | © Subtract from Selection 
| | © Intersect with Selection 


2 Once you have a satisfactory render, 
open the .tiff file in Photoshop. Go 
to the Select menu and hit Load Selection. 
Select the Alpha 1 channel, ensuring that 

a New Selection is made. 


CUT THE FAT 


When you're building an 
object out of splines, 
there will always be 
certain malcontents that 
simply do not help to 
form a cohesive object. 
Don’t be afraid to 
experiment with deleting 
splines from a Loft Nurb 
object - often, less is 
more. There are loads of 
structural effects that 
can be applied to the 
object in order to 
generate complexity 
later in production, so 
don't keep unnecessary 
items in the composition 
just for the sake of it. 


Sa ies! 


22 Copy the selection and Paste it in to your original photograph. 

To get the best results, load in several different renders, and see 
what works best. You may also like to experiment with cropping the 

| texturing photograph differently to achieve different material results. ll 
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Add striking effects to your images using Photoshop's 
versatile blending modes, blurs, displacement filters 
and other tools. We'll show you clever ways to create 
an image made up of a mosaic of tiny photos, ‘paint’ 
with light, mix-in real-world textures and hand-drawn 
elements, generate amazing patterns, and more! 


118 Photomontage tricks 
122 es shite ihesdics 
124 Displacement effects 
128 Blur filters 

134 Bring 2D ‘inaies to life 
1%.” “Eidteatourtingetina 


145 Light photography 


148 Textured artwork 


152 Hands-on design 


Repeating patterns 


160 Pattern-based images 
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You'll find all the files 
you need to complete 


this tutorial in the ‘Photo’ 

folder in Section 3 on the 

CD, or via the interface. 
PTiMeNEEDED WB 


3 hours 


aA S) 
lan Keltie is 
a commercial 
artist based 
in Newcastle 
i Upon Tyne, 
UK. He opened his 
design studio IKCA in 
April 2005 and can now 
name the likes of The 
New York Times, 
Bloomsbury USA and 
Time Out among his 
clients. Find out more at 
wwwa.iankeltie.com. 
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—» PHOTOSHOP & ILLUSTRATOR 


PHOTOMONTAGE TRICKS. 


Newcastle-based commercial artist lan Keltie gives us an insight into his working methods and reveals how to 
create a bold and distinctive layered illustration using basic Photoshop tools, a pen and a little bit of Illustrator 


> The inspiration for this illustration 

came from the idea of a personal 
journey and how making money often 
reflects the journeys we take — from the 
three tower blocks that watched over the 
estate I grew up on to dreams of one day 
living and working in a country where it 
doesn’t rain quite so much. 

Visually, my inspiration comes from 
many areas, including fashion, T-shirt 
design, graffiti, old fairground and boxing 
posters and US films — in particular, the 
illuminated images in the film Casino. 

In this tutorial you will learn how to use 
a variety of simple Photoshop tricks and 
techniques, and create a multi-layered, 
graphically-inspired piece of art. 

For this image I used a mixture of stock 
imagery, drawings, textures, typography 
and photos. Most of the source material 
has been supplied on the CD, but I would 
advise you bring elements of your own 
style and influences into the piece. Get out 
there and shoot your own little journey, cut 
it out, desaturate it, spin it around and 
whack it into this piece. 

Photoshop is a complex package, and 
I’m always finding something new and 
amazing within it, but it doesn’t have to be 
complicated. I like to use basic steps and 


repeat them, creating shapes and forms that 
can be reflected and rotated to create simple | 


details that add life and colour to my work. 
I use Photoshop as a canvas rather than 


a stage to show off any fancy tricks. For me | 


it’s about form and colour — there are no 
clipping paths or lighting effects. I have 
always been a fan of Egon Schiele’s line 
work rather than Da Vinci’s perfectly 
formed drawings, and love the idea that it 
doesn’t have to be beautiful to be beautiful. 


Illustration and tutorial by lan Keltie 
www.iankeltie.com 
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To start, try to sketch out some initial 
ideas to help with the concept for your 


| illustration. My finished pieces rarely look 


like the original sketches, but it's a nice 
start. Open Photoshop and create a new 
document 280mm wide by 280mm high with 


| the Resolution set at 300dpi and the Colour 
| Mode set to RGB. Save as Money.psd. 


Designer sng @ 33.3% (RLB/8) 


Now open Designer jpg, provided on the 

CD. Use Ctrl/Command+Shift+U to 
desaturate the image. Select the Polygonal 
Lasso tool and carefully cut around the 
foreground figure. Close right in and use the 
| spacebar to move around so you can clearly 
see the finer details. 


| Dees 
| dormal a Opacity 
Lock: m2 iva) Fit: [Re 


ne 
re | ickground 


Once you've cut around 
the figure, use Ctrl/ 
Commands+C followed by 
Ctr/Command+V to paste the 
figure into a new layer. You will be 
using loads of layers, so try to name each 
layer as you go by double-clicking the layer in 
the Layers palette and giving it a name. Label 
this layer Designer Body. 


Channel: (RGB 
| Input Levels: 99 1,00 ||153 


“Setion 
EAC AEA 
Preview 


Select the Designer Body layer you have 

just created and hit Ctrl/Command+L to 
call up the Levels dialog. Now drag each 
arrow towards the centre until you are left 
with an image that is either black or white. 
You may have to do this a couple of times 
until it starts to look the way you want it to. 


+ 
® 
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You'll see that the 

look still isn't quite 
right. The concept 
behind this image is 
about making money, 
so he needs to appear 
much happier. Open up 
Designer_head.jpg from 
the CD, desaturate (Ctrl/ 
Command+Shift+U) and 
cut around the head 
using the Polygonal 
Lasso tool. Now Copy 
and Paste this image 
into your document 
above your Designer 
Body image layer. 


\Fs 
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Now’s the time to start adding detail to 

the background. Start by selecting a new 
layer. Next, draw a cropped circle with the 
Elliptical Marquee tool. Select a colour of 
your choice and then hit Ctr/Command+ 
Delete to fill the circle. Name this layer and 
send it behind the main figure. 


\ 
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1 Place the notes wherever looks best, 

rotating some so you form plenty of 
different shapes. You can also try selecting 
Edit>Transform—Distort or Perspective to 
give you more shapes to play with. Add as 
many as you can without going overboard - 
it's important to know when to stop. 


Select the white areas of the character's face and neck and use Ctrl/ 

Command+Delete to make them transparent so that later background 
colours will show through. Change the size if necessary and position it on 
his shoulders so it looks realistic. Link the layers and merge them into one. 


GET SIMILAR 


The Select>Similar 
function is awesome. It's 
a big time saver, so | use 
it all the time. Once 
you've desaturated your 
image you can select a 
section of it - either 
white or black — go to 
Select>Similar and you 
will select all of the areas 
of the image that are 
close in colour to your 
selection. Copy and 
Paste, and voila! You 
have extracted all the 
elements you wanted 
and pasted them onto a 
new layer where you can 
colour as you like. Lovely. 


You will need to add some texture, so 
open circle texture.jpg from the CD and 


select a white area with the Magic Wand tool. 


Go to Select>Similar, choose Inverse and 
then Copy. Move back into Money.psd and 
paste the image over the circle. Make sure it 
is positioned exactly over the top of the circle 
and set the Layer Opacity to 30 percent. 


1 You can now start to add some funky 

shapes to give the illustration plenty 
of depth. | sketched out a roulette wheel 
shape and scanned it in. The sketch was 
pretty rough, so | dropped it into Illustrator, 
where | traced and fine-tuned the image, 
adding a circle to the outer edges. This file 
has been provided for you on the CD. 


The T-shirt is pretty plain, so why not 

add a design to inject a bit of your own 
style? This should be an illustration all of its 
own. Here | used a T-shirt design called 
Trailer Chic, which used oranges, pinks and 
greens to match the background elements 
of the main image. You should now have a | 
centrepiece for your illustration. i 
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1 Now you can add the all-important 

cash. Open up money.jpg from the CD 
and follow the same stages as before. Then 
select the white remaining areas and delete 
them so that the background colours shine 
through as before. Select the black areas, go 
to Select>Similar and Copy and Paste them 
into your document. 
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| 13 Import your roulette wheel back into 
| Photoshop, and use the Eraser tool 
to carefully take out sections of the shape. 
| This will give it a faded look. You could also 
| use the Lasso tool to add to and delete 

| certain sections to create a worn image 

| based on your original sketch. Use the same 
| techniques to create the stars. 


patenee:ie enemas 


Take the images you have created 
and place them in different areas of 


1 


the illustration. This process will help to 
break up the background and is every bit as 
important as the technical stages. Done 
well, it will make the image more dynamic. 


Now add some text to make your 
image look more graphic. First 
choose a script font to create the word 
‘cash’. Make the letter C larger by about 
20pt on a different layer and then merge the 
layers and distort the type by selecting 
Edit>Transform—Distort. It may take a 
couple of attempts to get the desired effect. 


16 The illustration is quite type heavy, 
but you can lighten it by picking a few 


cool fonts, typing in some strap lines and 
dropping them into your image. Later, once 
you have finished the illustration, you may 
like to rearrange them. Now is a good time 
to fill the background area with colour. Black 
is good because it helps to make the bolder 
colours in the illustration jump out at you. 


have. Here | have mixed a font anda 
wing graphic together. Copy and Paste your 
type onto a new layer so you can edit it and 
cut away any areas you don’t want to use with 
the Polygonal Lasso tool. Here | deleted the 
swish and placed a wing over it, merged the 
layers together and added a stroke. 

Continue 


1 building text | 
layers using the 
methods previously | 
outlined. Here | 
used an old paper 
sample, placed it 
over the word Yes, 
selected the Yes 


17 ‘You don't need to stick to the fonts you | 


with the Magic —— - —— 


Wand tool, selected the paper layer and 
copied and pasted it onto a new layer. You can 
then adjust the Brightness and Saturation of 


| your text and drop it into your illustration. 


19 Select Color Dodge from the Layers 
menu and set Opacity to 30 percent. 
Move the text around and between different 


| layers and areas of your illustration will start 
| to look more transparent and faded in parts. 
| This is only a slight change, but it's these little 


touches that help add the detail you need. 


You can now add the final elements. 
| used images of the blocks of flats 
from the council estate | grew up on, a map 


of the world, elements of an old petrol pump 


and a chic French lady. These were created 
using the same techniques used earlier for 
the main character. Have a think about what 
money in design means to you and add 
elements that reflect this. 


2 Finally, look closely at all the different 

elements you have created and the 
shapes that separate them. There may be 
colours and spaces you would like to change 
or take out, but take your time: attention to 
every little detail is essential. m 


QUICK KEYS 


Get to know and master 
your quick keys. They do 
exactly what they say on 
the tin - speeding up 
your workflow. Just 
knowing that typing V 
will move you on to your 


Move tool or that hitting 
Ctr'/Command+Shift+U 
will desaturate the layer 
you're on will make life 
so much easier, which is 
a bonus when you're 
working to deadlines. 


NAME YOUR LAYERS 


At any one time | can be 
using anything up to 100 
layers or so, and it's easy 
to lose time on a brief 
trawling through layers 
trying to find a texture 
you've set white at 10 
percent transparency. 


Labelling your layers 
will ease your workload, 
not to mention the 
frustration you cause 
others who may have to 
work on a layered file 
you have created. 
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Fonrweco 
You'll find all the files 
you need to complete 
this tutorial in the ‘Comp’ 
folder in Section 3 on the 
CD, or via the interface. 


2 hours 


' Christian 
y Darkin is 
oe 


-- a freelance 
| illustrator 
and 


journalist who has 
produced images for 
The Sun, the FT, Now 
and Nature. He has 
written three books on 
video production, and 
the Darwin plug-in for 
3ds Max. Find out more 
about his work at www. 
darkin.demon.co.uk. 


=> PHOTOSHOP & PREMIERE ELEMENTS 


CREATE PHOTO MOSAICS 


Computer Arts regular Christian Darkin reveals an easy way to create an impressive, complex-looking 
illustration from a grid of hundreds of smaller images without giving Photoshop a seizure 


In this tutorial we'll be dealing with 
> images in which a sequence of tiny 
thumbnails appear to form a larger image. 
They’ve been around for a while now and 

have perhaps become a little hackneyed, 
but it’s still possible to use the technique 
as part of a more developed picture. 

The difficulty with this type of image is 


either specialised software or a lot of 
tedious messing about in Photoshop. This 
means that experimenting to get just the 
right effect can be tricky and takes time. 
Here, I’ve almost automated the 
process by using a video-editing package 
(in this case Adobe Premiere Elements) 
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| to quickly produce 400 thumbnails, and 
| then used Photoshop’s Contact Sheet tool | | 
| to arrange them into a single image. The 


advantage of this method is that whereas 
most similar images are created from a 


| small number of original thumbnails 

| which get repeated, every still frame in 
| our shot will be different. 

that the creation of the thumbnails requires | 


In addition, because the thumbnails 


| are created from a series of video frames, 
| it’s also possible to add a narrative theme 
| to the image, with the shots telling a 

| coherent story. So let’s get started. 


i Tutorial and illustration by Christian Darkin 
| www.darkin.demon.co.uk 
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To start, open a video editor (I used 

Premiere Elements] and place a 
selection of video clips on to the timeline, or 
use the clips provided on the CD. The clips 
will form the thumbnails for the image, so 
get a good lively selection of shots. Of 


| course, the imagery may be dictated by the 


subject of your piece. 
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VIDEO EDITORS 


There's a whole range of 
video-editing packages 
available, and most of 
the serious ones will let 
you export a video as 
a series of numbered 
frames. You can, of 
course, produce your 

= a : ima still frames any way you 
Now you can export the video as a im like, but they'll all need 


ame Rite (1190 |) pe 
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series of bitmaps. Premiere Elements to have the same aspect : 
ets you choose the frame rate. For this iam ratio - you can't mix 8 The main image needs to be something 
image, pick one frame per second so that | landscape and portrait clear and not too fussy. It must be an 
you don't just get a thousand frames of a shots. Also, remember image with enough clarity and boldness to 


virtually the same picture. ig that the images will be 

ae arranged in alphabetical 
iy order left to right, so 
name them accordingly. Back in Photoshop, use File->Automate> 
Contact Sheet II to set up a contact sheet. 
om ete em meee Uncheck the Use Filename As Caption option 


a a aa | = a a | because you don’t want titles on each image, 


hn as en <n aa a eee eee | and un-check the Use Auto-Spacing, changing 


a | wa wa | wa the vertical and horizontal spacing to zero so 


ee ee ee ee there are no gaps between the images. Set 


anid the columns and rows to the same number 
= Fa ie um Ls bE ne (I picked 20 to accommodate 400 images). 
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show through when it’s disrupted by the other 
shots. Place the shot in a new layer on top of 
the contact sheet. 
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Depending c on your backend and 

foreground images, you may need to 
experiment with the overlay method. Hard 
Light created a good balance in this shot, 
but the levels of light and colour saturation 
in both layers will have a profound effect. 


Make sure you export the frames into 

a single folder on their own - there 
will be a lot of them, and you'll need to 
delete them later, so try to keep them | 
manageable. You'll now have your 
background images, but you won't want 
to place each on a different Photoshop 
layer one by one - that would take all day. 


Make sure the aspect ratio of the document 
matches that of your individual thumbnails, 


a — Ca — SSS — Mere — otherwise Photoshop will automatically 


evotitene390jp0 eogattramecSi.bo eputtranesSt2ipp expartnectitipg introduce gaps between images. These shots 
are video frames with a ratio of 1:1.25, so 
| y > , | | @ EXPERIMENT this document has been set to 18 x 22.5cm. 
1 im =©6Once you've got the 


ee et eee! § contact sheet, you can 
use it in any number of 


| 
i™ creative ways - a soft- 
im ~=6edged Clone brush can 


ei ie ee MeMee! produce sprinkles of 


: im =thumbnails, and rotating 
wf Ni i! vl or distorting the contact 
| f Se RS ‘ee , & f "7 im sheet can create other 
| 


effects. Try setting the 


Dimensions: 720 x 576 
Type: JPEG Image 
Size: 33.4 KB 


| @xportframes354.Jeg exportframes3$5.o9 _exportframes3S6.jp9 _exportframes357.ipg 


vertical and horizontal 


LL | dee a a os spacing to produce gaps Se EET 
These shots are essentially video still i -so that your images 1 Adjusting the colour, saturation 
frames, so you may want to edit them appear ona grid. Also, and levels of both the background 

alittle, taking out any images that are | try altering the colours and foreground images can help to balance 

blurred, badly composed, or just repetitive. | and contrast in the If you need to, you can always r resize the the strength of the main image with that of 

You'll want to leave at least 400 images in i thumbnails so that they thumbnails and duplicate them to fill a the thumbnails. I've gone for a high contrast 

the folder (depending on the final size of i = forma more solid stencil larger area or to produce a more detailed look here, boosting the levels in the eye shot 

your shot}. 400 images will provide you i forthe main image. image. Here, I've simply copied and pasted and reducing the saturation of the 


with a 20x20 grid of stills. the images to produce a finer patchwork. background thumbnails. lm 
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Saye? 


You'll find all the files you 
need to complete this 
tutorial in the ‘Displace’ 
folder in Section 3 on the 
CD, or via the interface. 
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5 hours 


cro _)) 
Pete 
Harrison 
recently 

>, graduated 
from The 
University of Plymouth, 
where he studied 
MediaLab Arts. Since 
then he has become a 
freelance designer, 
working under his alias 
Aeiko, and formed his 
own clothing Label called 
Funkrush. Find out more 
by visiting www.aeiko.net 
or www.funkrush.com. 
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DISPLACEMENT EFFECTS 


Former Computer Arts Graduate Showcase entrant Pete Harrison uses Photoshop's Displacement filter creatively 
to modify a photograph, using a variety of shapes and Blending Modes to add extra depth and interest 


In this tutorial you’ll learn how to use 

a variety of filters and techniques to 
produce an image in an experimental style. 
It’s a flowing work technique, and things 
will always change and blend into the image 
in different ways, so don’t expect to recreate 
the exact image I have created here. 

You’ll need to think creatively and change 
things around until you think it looks good 
and fits into this style. I will tell you how to 
do some of the techniques I use, and the 
tools for doing them, but it is you who will 
ultimately craft the image. 

It’s a good idea to get to know each filter 
individually, and know what you want to do 
to an image before you start applying them. 
It’s fun to experiment and mess around with 
filters, but remember that Photoshop is just 
a tool for visualising your artwork. 

The techniques used in this tutorial can 
be applied to any image, but here you will 
use a photograph of a young woman. You 
will use the Displace filter, apply different 
Displacement Maps and see how this affects 
your working canvas. You will also learn 
how to combine a few Blending Modes and 
colours mixed with shapes to fill the rest of 
the space and add to the image, giving a 
radical and abstract feel to some areas. 

Finally, you will look at Layer Masking 
as an effective means of separating areas 
of each layer, creating different ways to 
combine colours. This tutorial will teach 
you techniques that can then be applied to 
other images and help you realise some of 
your ideas in other ways. It is good to 
experiment and think of new ways to blend, 
using different Displacement Maps and 
Layer Styles, for example. Most importantly 
of all, be creative and have fun. 


Illustration and tutorial by Pete Harrison 
www.aeiko.net 
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Start by setting up your canvas. Create 
a square transparent document in 
Photoshop and open the photograph named 
original_image.jpg provided on the CD. Drag 
the photo onto the new canvas you have just 
created and resize the height of the photo so 
that it fits perfectly into the square canvas 
and place it on the far left. 
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You'll see straight away that the picture 

is too small for the canvas, so duplicate 
the layer and scale it by 200 percent. Put 
this layer behind the original and to the 
right. Merge the layers and use the Clone 
Stamp tool at a low Opacity with a soft brush 
to conceal the merging line between them. 


locas 
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Create a new layer and fill it with a black/ 

transparent gradient from the bottom 
right. Now use the Eraser tool to erase areas 
that overlap the model. Add a new Adjustment 
Layer for Color Balance and add more 
Magenta, Red and a bit of Yellow to give the 
image some extra warmth. 
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Create a new layer, fill it with a pink/ 
orange diagonal gradient and set the 
layer mode to Screen. Go to LayerAdd Layer 
Mask— Reveal All and add black areas onto 
the mask in the areas you don’t want the 
layer to affect. Repeat this several times. > 
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Undefined Areas: 
© Wrap Around 
@ Repeat Edge Pixels 


Copy Merged (Edit>Copy Merged) the whole canvas and paste it back 


on a new layer so that it becomes a separate layer. Then open the 
AEIKO.psd files on the CD and save to your desktop. Now go to Filter 


Distort-> Displace. Set the Vertical and Horizontal Scale to 100 and make 


sure it is set to Stretch To Fit. Click OK. Select AEIKO001.psd from your 
desktop, and click OK again. Move the image to where you want it. 


Set the Blending Mode of the layer to Dissolve and start erasing the 


sections you don’t want the Displacement to affect. Repeat step 5, but 
this time use AEIKO002.psd. Set the Blending Mode of this layer to 
Lighten and mask or erase the sections you don’t want to appear. 


LAYER STYLES 


Photoshop's Blending 
Modes and Layer Styles 
have been mentioned 
several times in this 
tutorial. Double-clicking 
ona layer brings up the 
Layer Styles menu, 
which we have used here 
to add custom shapes 
and brush effects. It’s 
always worth changing 
the Blending Mode, too, 
and seeing what effects 
you can come up with. 
Also try experimenting 
with different Opacities 
and colour overlays on 
your layers. 


Time for the final Distort filter. Select 


Displace again and use AEIKO003.psd 
from the CD as the Displacement Map. This 
time set the Vertical and Horizontal Scale to 
40 and keep it on Stretch To Fit. Keep the 
Blending Mode on Normal, but still erase 
parts you don’t want using a soft eraser at 
low Opacity. 
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Create a new layer and add a Gradient 

set to Radial in yellow. Set the Blending 
Mode to Linear Burn and mask out some 
areas. Also do the same with a pink/purple 
colour, but place this on the right-hand side. 


1 
j 
| 
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Make a large square transparent canvas. 
Use the Elliptical Marquee tool to make a 


red circle. Duplicate the layer, and scale to 90 | 
percent. Add a yellow overlay. Repeat to make | 
} concentric circles as shown that decrease in 
size. Use a white overlay for the last one. 
Merge the layers, and delete the white circle. 


1 Select All and Edit>Copy Merged the 

circles layer. Drag it onto the canvas 
and select Edit>Transform—Perspective 
and Edit>Transform—Distort and change 
the angle so it sits behind the woman. Erase 
the overlapping section, set it to Overlay and 
give it a 20 percent Opacity. 


1 Now Select All and Copy the whole 
canvas into a new layer using the Copy 
Merged command, then go to Image> 


| Adjustments>Threshold. Slide the marker 

| to 144 and hit OK. Go to Select>Color Range 
| and use the eyedropper tool to click ona 

| white area of the image to select it. 


1 Copy the white area into a new layer 
and, under Blending Options, change 
the Fill to 0 percent. Select the white, go to 


| Layer-Layer Style>Stroke, add a stroke of 


1pt. Set the Blending Mode to Overlay, offset 
this slightly to the right and then delete the 
areas you're not happy with. 
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1 Create four black rectangles the same 
distance apart and then merge these 


| layers. Rotate the layer 45 degrees. Hold 

| down Shift and use the Magic Wand tool to 

| select them all. Turn the visibility off for that 
| layer, click on an old visible layer and Select 
| All followed by Copy Merged and Paste. Now 


offset this new layer and repeat if you wish. 


Now use the Marquee tool to create 
a square selection before copying 


1 


everything into a new canvas. Go to Filter> | 
Distort—Displace and use AEIKO002.psd 
(you'll find it on the CD) on 90 vertical and 
90 horizontal scale. Delete any unwanted 
areas, and repeat this process with different 
parts of the canvas. 


1 Use the Single Column Marquee tool 

and select a vertical line down on the 
canvas. Copy Merged and Paste back in. 
Now go to Edit>Transform—Scale and 
drag the middle selection point to the right 
at about 20 percent of the canvas size. 
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1 You can now use a combination of the 

Polygonal Lasso tool and a grunge- 
style brush to start deleting parts of the 
pixel stretched layer, so it looks as if it is 
breaking away from the woman. Alternatively 
you could use the normal Lasso tool if you 
would prefer. 


A 
Select All and Copy Merged the canvas 
into a new layer and go to Image> 


1 


AdjustmentsBrightness/Contrast. Set the 


Brightness to -89 and Contrast to +100. Select 
the red and delete it. Scale the layer, set the 
Mode to Overlay and set Opacity at 18 percent. 
Move this layer to the space on the right. 


1 Using the Custom Shape tool, start 

adding circles and rings to your image. 
Try using pink/yellow tones that fit the colour 
scheme and play around with the options in 
the Blending Mode menu and gradients, 
colours, overlays, strokes and opacities, until 
you achieve the desired effect. 


Go to the Brushes menu and select a 
soft round brush with an outer glow. 


1 


Set the colour to white and change the 
spacing to 100 percent. Now set the Size Jitter 
at 70 percent and Scattering to 600 percent 
and start brushing areas on the canvas, 
altering the diameter of the brush and other 
options, including Outer Glow. 


2 Repeat 
step 13 
a few times, using different sized rectangles. 
Use other shapes such as circles and chop 
up the image a little more. Paste the same 
part a few times and repeat it to the right. 
Now add more shapes with different 
Blending Modes. Here, some leaves and 
organic shapes were used. Experiment with 
similar shapes from your own library. 


Create a new Adjustment Layer and 
increase the Contrast a little. You 


2 


could also do the same for Hue/Saturation 
and increase the Saturation slightly. Copy 
Merged the whole canvas for the final time 


and go to Filter->Sharpen>Sharpen. 
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2 Now for the final touches. Add some 

small butterflies and a few organic 
shapes, and change the Blending Options 
and Opacity as you did before. Add a little 
more brushing and some dashed, stroked 
plant and leaf shapes created in Illustrator, 
Save the image and you're done. M@ 


ADD SOME COLOUR 


Many standard 
photographs or stock 
images that haven't 
already been retouched 
can seem a little cold and 
faded. Before starting 
work on an image, it’s 
best to refine the colours 
and adjust the Contrast 
or Brightness of the 
original image. You can 
add warmth using 
Adjustment Layers and 
Photo Filters, or change 
the Color Balance in 
conjunction with using 
Blending Modes. 


©) CREATIVE DISPLACING 


Photoshop comes with 
several Displacement 
Maps, which you'll find 

in the Plug-ins> 
Displacement Maps 
folder. Some will give you 


| great results, but | find 


| it's best to create custom 


} Displacement Maps to 


visualise your ideas and 
get the effect you want. 
Changing the horizontal 
and vertical settings and 
other Displacement 
options can really change 
your results — just play 


around and experiment. 
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e) 
You'll find all the files you 
need to complete this 
tutorial in the ‘Blur’ 
folder in Section 3 of the 
CD, or via the interface. 


~) 


1 hour 


Nobody 
knows 
anything 
about Frank 
Bartucca, 
especially those who 
worked with him all those 
years he was an art editor 
at Future Publishing, or 
those who now use his 
services as an in-demand 
freelance illustrator and 
author. Rumour has it he 
cannot be photographed. 
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BLUR FILTERS 


The Blur filters in Photoshop have many creative uses besides putting pixels out of focus. 
We explore some of the very effective techniques that will change your point of view... 


Everyone has used the Gaussian | = . = 
> Blur filter at some point as part of PART 1 a Using the Lens Blur filter 
Shree rane filers inthe Blur | The filter enables you to apply a narrow depth of field effect. 


sub-menu offer much more than just this : ‘ 
application. For example, blurring a slightly | The hardest part is creating a depth map... 
| 


improving the quality of it. This would then | 
be followed by duplicating the background 
layer and using subtle blending modes to 6 
create a smoother result. 
The Smart Blur filter also offers a way 
of smoothing out areas of an image while 
keeping the edge detail sharp. The Edge 
Only and Overlay Edge modes in the dialog 2 
box are really only there to see how the Open the Vintage carttif file from the C 
filter will affect the edge detail, but again This image is ideal for creating a narrow 
these modes can be useful in creating a depth-of-field effect because it has a : 
stylised effect as part of an illustration. | prominent object in the foreground. First, 
With the addition of the Lens Blur filter | ©'°at® 2 depth map on an alpha channel by 
. f : using a mask. Press ‘Q’ on the keyboard to 
in CS2, you can now finally achieve quite | enter Quick Mask mode. 
convincing-looking depth-of-field effects : r es __ | 
too. We look at this new filter in detail to | <= SS a 
create two different types of background | 
blur effects. The first produces a subtle blur | 
that makes the foreground subject stand out 
from the background, and the second 
focuses on toning down the background | 
and boosting the colour of the image. We 
also look at the other Blur filters to see how | 
they can be best used. 


9 


pixelated image can be the first step to ; ~—= = 
i 


Pick up the Paint Bucket tool and fill in 

the centre of the mask, then paint over 
the thin line where the fill doesn’t quite meet 
the brush strokes, to complete the mask. 
Press ‘Q’ to turn the mask into a selection 
and click on the ‘Save selection as channel’ 
button in the Channels palette. 


and pick up the Gradient tool. 
Click on the Alpha 1 eye icon and apply a 
linear gradient from the bottom of the 
number plate to the middle of the headlamps 
of the car. Click on the RGB composite 
thumbnail and go to Filter Blur->Lens 


Blur. Choose Alpha 1 from the Source 


pop-up menu. > 


Pick up the Brush tool and select a Deselect 
} round brush tip of 10 pixels and 50 

| percent Hardness. Paint all around the 
edges of the car, changing the brush size 
as you go for smaller details such as the 
IUustration and tutorial by Frank Bartucca. | wing-mirror arms. If you go over any 
email frankdesignfabtinternet.com | edges, press the ‘X’ key to switch to white 


o)}).—$SA a paint and tidy any overlap 
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Vv Preview 


ro) Faster O b = None 
sane Transparency = 
Depth Map 


Source: 


= 
Layer Mask Ee 
“Apa a 


| Blur Focal Distance 


Leave the Blur Focal Distance set to 

0, then set the Iris Shape to Octagon 
and the Radius to 20. The Blade 
Curvature and Rotation can be left at 
zero because they won't make any 
difference in this subtle effect. Set the 
Specular Highlights Brightness value to 
15 and Threshold to 250. 


—) Invert 


Iris 
Shape: _ Octagon (8) 

Radius 
ee ee 
Blade Curvature 0 


Rotation 


BLADE CURVATURE 
AND ROTATION 


Set the Noise Amount to 10, Distribution to Gaussian and check the 

Monochromatic box to bring back in a little detail in the blurred areas 
and to create a more natural blend between foreground and background. 
If the edges of the car are too crisp, undo the filter and blur the alpha 
channel before applying the Lens Blur again. 
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Colour boost blur 


Elvis is brought back to life by blurring and 
darkening the background of this image... 


Open the Elvis.tif file from the CD. Start 

by drawing a path around the Elvis 
impersonator. When you come to the hair, 
just draw around the main outline. Click on 
the ‘Load path as a selection’ button, use it to 
create a newalpha channel and invert it. 


Go to Filter->BlurBlur More to 
soften the edges of the mask. Pick up 
the Brush tool and choose a soft-edged 
brush of about 17 pixels at 50 percent 
Opacity. Paint over and around the 
edges of the hair to create a softer 
blend with the background. 
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Duplicate the background layer and use 

the alpha channel as a selection to 
create a layer mask. To see if the layer 
mask will look convincing, select the Lens 
Blur filter, then select the More Accurate 
preview mode and Layer Mask from the 
Source pop-up menu. 


Adjust the mask if necessary, then open 

the Lens Blur filter again. Select the 
Faster preview mode and Layer Mask from 
the Source pop-up menu. Set the Iris Shape 
to Square, Radius to 25, Blade Curvature and 
Rotation to 0. Set the Brightness to 100, 
Threshold to 246, Noise Amount to 10, and 
select Gaussian Distribution. 


Duplicate this layer and open the Lens 

Blur filter. Choose the Octagon shape, 
set the Radius to 60 and increase the 
Specular Highlights Brightness to 36. Set 
this layer to Multiply at 50 percent Opacity to 
darken the background a little and add a 
halo effect around the lights. 


Now, to boost the skin tones of the Elvis 
character, duplicate the background 
layer and drag it to the top of the stack. Make 

a selection from one of the layer masks and 


| click on the Add layer mask’ button, invert 


the mask and set the layer to Soft Light. 


Blur filter 
Adjustments 


Blur filters are often used to 
add depth to an image ona 


This technique works well on most 
images and is especially effective on 
portraits of people. Open an image of your 
choice and duplicate the background layer, 
then go to Filter-->Blur>Gaussian Blur and 
enter a low value. Here the filter has been 
set to 5 pixels for a subtle blur. 


The layer can then be set to Overlay or 
Soft Light mode to blend the effect in 
with the background layer. Overlay will 
produce an image with deeper colours and 
softer edges, while the Soft Light blending 
mode will retain more detail and give the 
colours a little boost. 


You can use the Smart Blur filter to 


flatten areas of colour while still 
retaining edge detail. The Radius and 
Threshold are set to 100, Quality on High and 
Mode on Normal, then the duplicate layer is 
set to Soft Light. This method helps smooth 
areas suffering from over-compression. 


‘Motion Blur 


Techniques 


This effect is applied over 
several layers blended to 
simulate an image taken with 
a panning camera... 


eva) 


BLUR EFFECTS 


REAL PHOTOS 


aba areca 
Now add a combined blur and exposure 
effect. Duplicate the background layer 


and place it at the top of the stack. Apply the 


layer to Overlay. Now you can see the edges 
| of the runner's body starting to merge with 
| the background. 


1 

1 

: | Motion Blur filter at 400 pixels and set the 
| 
j 


Open the Running Man.tif file from the 

CD. Start by drawing a path around the 
runner. When you get to the legs, follow the 
line of the legs without worrying about the 
droplets of water. This path will form a basic 
ayer mask that will be manipulated by the 
Motion Blur filter. 


2 Duplicate the 
background 
layer, select the 
path and use it to 
| adda layer mask. 
Invert the layer 
mask, then go to 
Filter>Blur> 
Motion Blur and 
set the Angle to 0 
and the Distance 
to 50 pixels. This 
creates a subtle blur effect around the edges 
of the runner as the filter is applied to the 
layer mask too. 


7 
| 


Duplicate the background copy layer 

and apply the Motion Blur filter at 200 
pixels. Set the layer blending mode to 
Lighten to extend the overall blur effect. 
This creates patches of lighter areas where 
the blur overlaps the body of the runner and 
the background. 


Duplicate the background layer again and place the new duplicate 

layer at the top of the layer stack. Open the Lens Blur filter and set 
the Source to None, Iris Shape to Square, Radius to 100, Blade Curvature 
to 0, Rotation to 0, Brightness to 100, Threshold to 255 and Noise Amount 
| to 0. This creates an extreme blur effect. 


foshop File fd 
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Blur Method 
@ spin 
© Zoom 


Quality: 
Draft 


2 Good 
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| 
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Now apply the Radial Blur filter with the Amount set to 20, Blur 
| Method on Spin and choose Best for Quality. Drag the Blur Centre to 
} the top-left corner. Select the Background Copy 2 layer mask to add a 

| mask to the layer to hide the effect in certain areas. Set the layer 

| mode to Hard Light. > 
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Duplicate the 

background layer, 
place it at the top and 
apply a Gaussian Blur of 
20 pixels. Click on the 
Channels tab and select 
the Cyan channel. Use 
the selection to add a 
layer mask and invert it. 
Set the layer to Colour 
Dodge to increase the 
blending of the runner 
with the background. 


BF SG OLOIN [ag | wo nca/oeiere | (Cy ay 


a¢ Dtriangle (Cancel 


> Square 


G Wavelength: 1° 


ete | 
Undefined Areas: 
— Wrap Around 
@ Repeat Edge Pixels 


Duplicate the Background Copy 4 layer and place it at the 

the Motion Blur filter at the maximum of 999 to the layer but not the 
layer mask. Link the layer mask again and apply a subtle wave effect, 
then set the layer to Overlay to add wavy streaks across the background. 


ect ta Vindow __ He x “& <> D 4) & 099 Mon11:39 | | 


|| the background layer 
| | is duplicated to apply 
®| | the Radial Blur filter. 


Wj | illustration. It can be 


NOT SO AVERAGE 
Applying the Average 
blur filter to an entire 
image will invariably turn 
the image into a solid 
block of grey. However, 
as you can see from the 
opposite page, when it’s 
applied to selections the 
selected colours are 
flattened into a single 
colour. This filter is ideal 
for quickly turning a 
portrait into a simplified 
flat colour illustration. Or 
try using it on a duplicate 
layer to create a more 
stylised effect on a photo 
and blending layers with 
Soft Light or Overlay. 
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Now duplicate the background layer, 
place it at the top of the stack and select 
the Background Copy layer mask to add a 
layer mask to the layer. Set the layer to 
Lighten to bring back the drops of water in 
the foreground and the grainy texture in 
' the background. 


a focal point in this illustration... 


PART 5: Zoom effect 


The radial blur filter is used here to help create 


This illustration | 
is finished, but 
| suffers from being 
| too complicated 
when the initial 
intention is to draw | 
| the viewer's eye to | 
| the centre. The | 
layered Photoshop 

| file is saved as a TIFF 

to merge all the 

| layers together, then 


In the Radial 
Blur dialog box, 
| the Amount is set to 
| the maximum of 
100, Blur Method to 
Zoom and the 
Quality to Good. The 
| Blur Centre is 
dragged to match 
the centre of the 

| 


tricky to pinpoint an 
| exact location on an 
image, so practise 
| with a low Amount 


first to view the 


| 
| 
| and Quality setting 
} 
| 
| 
| 


| effect quickly. 


A layer mask is added to the duplicate layer and a radial gradient is applied from the 
centre of the image to the edge to hide the radial blur effect in the centre. Now the 
viewer's eye is drawn immediately to the relatively sharper centre of the illustration and the 

sharp edges in the rest of the illustration have been softened by the effect. 


BLUR EFFECTS 


Click in the top left- | 

hand corner of the | 
image on a brown area to | | 

make the first selection. | 
Go to Filter->Blur> i |! 

Average, to fill the 

| 

| 

| 

| 

| 


Average and 
Smart Blur illustration 


When applied to selections, this filter can 
produce a flat colour illustration from a 
photograph... 


selection with the 
average colour sampled 
from the selection. 


From this point, you can apply other Blur 


Open the Old Deselect and click ona filters to increase the illustrative look of 
petrol pump. darker partinthesame | the image. Duplicate the layer and go to 
tif from the CD. area and press Ctrl/ Filter>Blur>Smart Blur, set the Radius to 
You can make Command+F to run the | 100, Threshold to 100, Quality to High and 
selections using filter again. | Mode to Edge Only. This creates an inverted 


either the Color 
Range command 
or the Magic 
Wand tool. We'll 
use the Magic 
Wand tool 
because you get 
quicker results. 
Select the Magic 
Wand tool, set the 
Tolerance to 20 
and uncheck the 
Contiguous box. 


| black-and-white line effect. 


a) 


Repeat this process of selecting areas aaa : 
and applying the Average filter until you } Invert the layer colours by pressing Ctrl/ 


end up with a completely flat-colour 
illustration. You'll need to zoom in to check 
for stray pixels and select these too. Try to 
select the most colourful areas to stop the 
image from being filled with too much grey. 


Command+l, then set the layer to Soft 
Light. Duplicate this layer and run the 
Gaussian Blur filter at 10 pixels. Go to Image 
>AdjustmentsAuto Contrast to increase 
the contrast and set the Opacity to 50 percent. 


The Lens Blur filter explained 


A long overdue addition to the Photoshop Blur filter set... 


| Duplicate the Background layer and apply the Gaussian Blur filter again to the duplicate 
| & layer at 10 pixels. Set the layer to Overlay to lift the colours, increase the contrast a little 
| and add some depth to the final image. You can experiment even further with this technique 
| to create more unusual effects. 
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D) 
Try out this tutorial using 


some portrait shots of 
your own or any images 


you like from other 
‘» 


tutorials on the CD. 
% 2S) 


Derek Bacon 
has produced 
extensive 
work for 
‘ magazines 
and newspapers around 
the world, as well as for 
advertising and publishing 
clients. Find out more by 
visiting www.derekbacon. 
com or www..illustration 
web.com/derekbacon. 


2 hours 


> 


BRING 2D IMAGES TO LIFE 


Photoshop’s Blur tools can really bring your photo composites to life, says Derek Bacon. Use them imaginatively 
and it's surprisingly easy to add real depth and create a superb sense of action in no time at all 


As an illustrator, I often use digital 


photos as my basic raw material, so 
I am always after ways to get that extra 


inch of narrative from the scenes I create. | 


Photoshop’s Blur tools are great for 


doing just that. By creating the illusion of | 


motion, or by playing with the depth-of- 
field to emphasise certain elements 
within the scene, it is possible to tease 
new life from previously ‘flat’ pictures. 


While Gaussian Blur, Motion Blur and | 
Zoom Blur have long been familiar terms | 
to Photoshop users, it’s often easy to be a | 


bit heavy-handed with these and other 
blurring filters. Their effects can quite 
easily end up looking too recognisable 
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and obvious, and so often these very 
useful tools are overlooked altogether. 

In this quick tutorial you’ll see how 
applying a subtle mix of Motion, Radial, 
Lens, Gaussian and Smart blurs to give 
a photo montage ‘crowd scene’ (start by 
creating one of your own) a far stronger 
sense of action than it would have had 


otherwise. The emphasis will be on using | 


Photoshop’s Blur tools in more creative 
ways, using techniques that improve 
your illustrations rather than trying to 
accurately mimic real photography. 


Tutorial by Derek Bacon 
www.derekbacon.com 


Start by opening a strongly-defined 

portrait shot with a good contrast range. 
Now go to Filter BlurMotion Blur and 
select an angle that lines up well with any of 
the dominant lines within the image - in this 
case the man’s glasses and facial lines are 
ideal as a basis for the effect, so we used an 
angle of 50 and a blur of 25 pixels. 


Motion Blur a 


Now add some similar Motion Blurs to 

other portraits in your montage, but try 
to vary the angles and amount of the blur on 
each layer so that your montage image 
doesn't start to appear too samey. 


Layers © 
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You should now try a different approach 
to your Motion Blurs. First duplicate a 
portrait layer and then add a Motion Blur of 
35 pixels at an appropriate angle. To thicken 
this layer, duplicate it and then merge it 
down. Make sure, too, that the original layer 
is positioned above this new blurred version 
of the layer. 


LZ 


On the duplicate layer, use the Eraser 

tool set to a large soft brush of 50 
percent opacity, to rub away the blurred 
areas that are along the figure’s left-hand 
side here. Now go back to the original layer, 
and rub away the right-hand parts of the 
figure to reveal the motion blur below. 


This method of subtly revealing or 
hiding two layers is a much more 


| realistic way of creating Motion Blurs. Try it 
| for a few more figures facing in a variety of 


directions. As in step 2, the amounts and 
angle of the blurs should vary between the 


| three, as should the amount of hiding and 


revealing you do. 


Select one more figure and repeat the 
same method, but this time use a 


| Radial Blur instead of a Motion Blur. Draw 


a large square selection over your copy of 


| the figure (with his head positioned bottom 
| right) and go to Filter-->Blur-Radial Blur, 


choosing Spin at about 30 pixels. Angle the 
spin towards the bottom right-hand side. 


Try adding Gaussian Blur to a group of 
secondary figures. In our case, the man 
furthest away received a blur of four or five 
pixels, and then each other figure received 
about one pixel less as they get nearer. You 


| can experiment with compositions of figures 
| like these to see what works best. 


SELECTIVE BLUR EFFECTS 


| SMART MOVES 


eae Pee v3 

Now select your extreme foreground 

layer and apply a Lens Blur across it. We 
first dragged an oval Marquee selection to 
cover the glasses of drinks and gave it a 
feather of 250. Invert the selection by 
choosing Selection—Inverse and then save 
it by choosing Selection Save Selection. 


Now launch the Lens Blur filter by 

selecting Filter-—>Blur>Lens Blur and 
choose your saved selection from the drop- 
down menu in Depth Map. Choose a nice big 
number for the Blur Focal Distance and then 
check the effects that appear in the preview. 
The default settings will work well here, but 
feel free to experiment along the way. 


HISTORY SNAPSHOTS 


1 Finally, press F and drag the mask 

Feather setting to about six to soften 
the edge of the mask. You can now render 
and export the clip. You can now try this 
approach with other distortion filters and 
tools within the Liquify filter. m@ 
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Effects at your fingertips 


Need a helping hand getting the most out of your filters? 
Over the following five pages, we show you how to create 
20 fantastic filter effects, each using just five easy clicks... 


hotoshop’s native filter set provides a plethora of tools that enable you to achieve powerful and 
diverse results. In this feature, we've incorporated a selection of filters into quick and effective 
five-click effects. These mini-tutorials demonstrate the all-too-often-undiscovered potential of 
these native filters. 

There are many who dismiss filter use in general, saying that filter effects all bear a signature look. 
This may be true enough when it comes to certain third-party filters and even some native Photoshop 
filters. However, this blanket dismissal is a mistake, because there's plenty that can be achieved when 
certain filters are incorporated into your workflow, alongside other Photoshop tools and functions. 

Whether creating a simulated sketch technique, removing banding in gradients, or minimising film 
grain, filters can be quite helpful. Tasks can often be completed more quickly and results can be 
better if you only allow yourself to explore what lies in the Filter menu. 


Words and illustration: Derek Lea [w] www.dereklea.com 
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: Jareas et your 
the Median filter... 


channel in your grainiest film 
e the overall sharpness of the image... 


Click on one of the colour channels 
other than the composite channel 
in the Channels palette. 


Visually assess your image and 
decide which area you wish to 
isolate for the effect. Click on the Pen 
tool in the toolbox. 

Select the Zoom tool from the 

toolbox and click in the image 
window to zoom in close so that you 
can clearly see the grain. 


Use the Pen tool to click and 
drag, creating a closed path that 
surrounds the area you wish to alter. 


In the Paths palette, click on the _ 
‘Load path asa selection’ button 

‘ to generate a selection border from 

iy the path you've just created, 

The Median filter blends the brightness : 
ues of pixels. Median looks at all of 

searching for pixels of similar 

ixels that differ too much 
The results can be rather 


Click on the remaining colour 
channels one by one and view 
them separately to evaluate which 
channelis the grainiest. 


ing through the individual 
colour channels of grainy film scans, 
to find one that is the 
the Gaussian Blur 
in'the noisiest channel 


<8 sn ee os ve In an alpha channel, click and 


Po a 


en nn a drag to create a white-to-black 


In the Layers palette, click on the 
‘Create a new layer’ button to 


we atatetatatae gradient with the Gradient tool. create an empty layer above your 
se a background layer. 
é Once you've set up the gradient, 
choose Filter->Pixellate>Color Choose the Clone Stamp tool 


from the toolbox and enable the 
‘Use all layers’ function in the tool 
options bar. 


Halftone from the menu. 


Enter a radius to determine the 

dot size, set all of the screen 
angles at 45 degrees, then click OK. Alt/Option-click to sample an — 
area from the image, then 


Click the ‘Load channel as and drag to paint ' 


g the Clone Stamp tool on 
layers will certainly hide 
Just specks, marks and 


within your images. But 


create Roy Lichtenstein 
dot’ patterns in your 
r alpha ¢ channels with 

2 of the Color Halftone filter. 
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FILTER EFFECTS 


5. Creating reflections 


 everyt! ing you need to create 
ns in metallic surfaces... 


Start with a file containing an 
object on the background layer 
and a reflection image on a separate 
layer. Click on the reflection layer in 
the Layers palette to select it. 


In the Channels palette, click on 
the ‘Create new channel’ button to 
create a new alpha channel. 


Click on the small icon to the 

lower-left of the colour swatches 
in the toolbox to set them to their 
default black-and-white state. 


Choose Filter—>Liquify to open 
the Liquify interface. 


Click on the Show Backdrop Choose Filter->RenderClouds 
option so that you can view the i from the menu to fill your alpha 
layer behind the active layer. ; 8 channel with a random black-and- 


e arrandom cloud texture 
ent foreground and 
colours. Experienced 


white cloud pattern. 


ixels in almost any manner 
With a picture of 
uch as a sky or a city 
ate layer, you can use 
to morph that 
rs of an 

eat 


| within gradients lies 


y the unsightly se of colour... 


Click on your Background layer in 
the Layers palette and select 
Duplicate Layer in the palette menu. 


Click on the Gradient tool in the 
toolbox to reveal the gradient 
options in the tool options bar. 


Change the blending mode of the 

duplicate layer to Luminosity. 
This mode blends only the image 
luminance with underlying pixels, 
ignoring colour. 


Click on the small preview in the 
tool options bar to open up the 
gradient editor. 


Click on a thumbnail in the list 
of presets and edit the opacity 
and colour stops to customise 
the gradient. 


Select Filter->Sharpen> 
Unsharp Mask from the m 


Enter a percentage of sharpening. 
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9. Perea line thickness 


Ulent fool for expanding 
k in Photoshop... 


1 Click on the ‘Create new layer’ 
button in the Layers palette to 
create a layer for your black outline. 


Use the Brush tool to click and 

drag, creating a series of black 
outlines that enclose areas to be filled 
with colour. 


Use the Magic Wand tool to click 
within the transparent enclosed 
areas to select them. 


Although this filter is ideally designed 
in masks, its spreading 

make it an ideal candidate 
areas of black linework 
ee book-style 


Open your colour image and 
choose Image->Mode-Greyscale 
from the menu to convert your colour 
portrait into a lovely greyscale image. 


However, to use the Lens Flare 

filter you'll need to choose Image 
Mode >RGB from the menu to 
convert the image back to RGB mode. 


This gives the visual effect of 
greyscale, but the image is 
up of RGB channels. Choose Fil 
Render—>Lens Flare from. 
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10. ear fibre overlays 


~ ItSimportant to ‘think outside the box’ 
Y ’ itcomes to looking at filters in 
menu. In this instance, 


Some fibres inside an alpha 


Texturiser is another one of those 
s that experienced users tend to 
Way from. When it's applied to 
al the results are 
ypressive and instants 
Bi eevek: ifitis u 
of a selection wi 


ito sirnilate all 
overlays in your images... 


Click on the ‘Create new channel’ 
button in the Channels palette. 
Select a white foreground colour. 


Choose Filter>Render—Fibres. 

Adjust the variance and strength 
until the fibres look like a coarse linen, 
then apply the effect. 


Hold down the Ctrl/Command key 
and click on your alpha channel _ 
icon in the Channels palette to 
generate a selection from it. 


Start with an alpha channel with 
a black background, and then 
choose Filter->Texture>Texturiser. 


Set the texture option to Canvas. 

Increase the scaling slightly, but 
increase the Relief substantially for 
contrast and then apply the filter. 


Choose ImageAdjustments—> 
Brightness/Contrast to increase 
the contrast further. Ctrl/Command: 
click the channel icon to make 

selection 
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13. Customised stained glass 


Magic Wand tool to create 
ned-glass effect... 
Open an image and select <= Start by choosing Filter>Artistic 
Filter Texture >Stained Glass. i es Cutout from the menu bar, 
Select the ‘fit in view’ option i : Set the number of Levels to 4 for 
in the preview section and : te a simplified effect. Set the Edge 


increase both the cell size and the | + 4 Simplicity a bit higher and then the 
border thickness dramatically. . ‘ 4 , Edge Fidelity a little lower. Apply the 
- filter by clicking OK. 
Click OK to apply the filter, then ; & 
select the Magic Wand tool from Select the Magic Wand tool and 
the toolbox. Set the Magic Wand i | enable the Contiguous opti 
Tolerance to 1 in the tool options bar. yf Then click ona flat area of colour 


ied division of colour is 
able in illustration circles 
nent. And so it should be, 
ect is so simple to 
result is dramatic. 


4 Use 
r image up into sections areas 
e been better designed for use| 
oe Wand tool. The Sa 
iders and enclosed ; 


fects cveur photos by mastering 
ue with the Diffuse Glow filter... 


Click the ‘Create new channel’ 
button in the Channels palette. 


Drag your background layer onto 
the ‘Create a new layer’ button at 
the bottom of the Layers palette . 


f 


Ti 
i 
tf 


Open another image to be used 
for your bumpy texture and copy it 
via EditCopy in the menu. 


With your duplicate layer selected, 
choose Filter Distort> Diffuse 
Glow from the menu. 


{ 


Baa 


t 
‘iy 


Return to your main image. Select 

your new alpha channel in the 
Channels palette and choose Edit> 
Paste from the menu. 


tif 
uf 


Leave Graininess set to 0 for a 
smooth result. Increase the Glow 
amount to change your image's 
exposure ~ a Setting of around 

is usually sufficient. 


Choose Filter>Render> 
n create interesting three- Effects from the menu, 
surface effects from couple of li 
ing Effects filter. indi 
need to do is start off 
le of asimple texture such 
et of paper. 
liminated | bi 


A simulate dramatic exposure 
your image files or digital 4 
pint g the Distort menu's 
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“a Click on your background layer 
: and duplicate it twice. 


Disable the visibility of the top 

layer by clicking on the eye icon 
and select the middle layer. Choose 
Filter Distort Shear from the 
menu. 


Grab the bottom point in the 
Shear filter dialog and drag it 
towards the right. Select the Ww p 


ion movie when a person is 
ransform into a creature 


better than Usual when 
preserved... 


Select your Background layer in 
the Layers palette and Duplicate it. 


Select your duplicated layer and 
then choose Filter-->Blur-> Radial 
Blur from the menu. 


Choose the Zoom method and an 
Amount of around 60 for a drastic 
effect. Specify a Quality setting. 
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ing Edges filter can be 
antique drawing effects... 


1 Open an image of some fibrous 
paper. In the Channels palette, 
click the ‘Create new channel button 
to create an alpha channel. 


] Open the image of your subject. 
Pe Choose SelectAll, then Edit> 
} Copy. Return to your other image file. 


Select your alpha channel and 
choose Edit>Paste. Then choose 
Filter>Stylise>Glowing Edges. 


paper, there's an excellent 
involving alpha channels 
Edges filter that will 
simulate antique pencil 


Start with an image of a moving 
object. Use the Pen tool to create 
a closed path that outlines the object. 


Click on the ‘Load path as a 
selection’ button to generate a 
selection from your closed path. 


With the selection active, click on 

your background layer and then 
choose Layer>New->Layer Via Co} 
to create a layer containing a 
i of the selected 


can indeed add 
four pictures, but 


it alters your original 
ocess. However, if you 


for every artist and photographer 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Model’ 
folder in Section 3 on the 
CD, or via the interface. 
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Rod Steele is a 
freelance 

| designer and 
art director 
who works 
from a studio in North 
London. Most of his work 
is for the entertainment, 
videogames and 
publishing industries, and 
his recent projects include 
contributing images to 
Adobe Stock Photos, 
identity and site design for 
Jeff Minter’s Llamasoft, 
and branding and print 
design for Control, a new 
videogames retail outlet 
launched in 2005. Visit his 
blog at http://dalis 
moustache.blogspot.com 
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LIGHT PHOTOGRAPHY 


Transmission Central's Rod Steele uses Photoshop and Illustrator to add interesting light effects and 
original graphic elements to a tired stock image. The results, as you can see, are pretty impressive 


This tutorial aims to demonstrate 

some of the effects we regularly use 
at Transmission Central and in the Infinity 
stock image collections. 

The focus here is on lighting and 
integrating graphic elements with model 
photography. Of course the success of 
images like this is mainly dependent on the 
photography, but a lot can be added using 
Photoshop and Illustrator. Providing you 
have a strong model shot as a base for the 
composition, you can use these effects 
anywhere. So, the next time you’re 
choosing a stock image or art-directing 
your own shoot, consider how these effects 
might enhance your project. 

Once you’ve mastered the techniques 
used here, you can revisit your existing 
collection of model photography images 
that you thought were past their sell-by 
date, and bring them bang up to date with 
a fresh new look. All you need is a bit of 
thought and a little Photoshop work. 

Our second aim here is to demonstrate 
the benefits of reusing layers and other 
elements. A lot of the graphics here can be 
modified and re-used for other projects. 
The colours and lighting are mostly 
controlled by Layer Styles and Adjustment 
Layers, so you can always modify them to 
suit other images and photography. 

Experiment with these techniques and 
try using alternative images. If you’re a 3D 
artist, look into the possibility of designing 
your own figures to complement the 
graphics. If you don’t have access to 
models or a photographer to shoot them 
for you, have a browse through the Adobe 
Stock Photos collection before sketching 
your ideas on a low-res comping image. 


Illustration and tutorial by Rod Steele 
rod.steelefamac.com 
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Start by setting up a canvas in Photoshop | 

that measures 250mm wide by 220mm 
high at 300dpi. The effects that you'll be 
creating here are most effective against a 
dark background, so fill the background 
layer with a solid black as a base for the 
composition. You'll use gradients to add 
depth and colour to the background later. 


\ 


This model was shot against a black 
background, but to minimise the need for 
retouching you'll need to delete the spotlight 


| behind her. Add a Layer Mask to the Model 
| layer by clicking the Layer Mask icon in the 
| Layers palette. Isolate the model using a 


| combination of the Pen and Airbrush tools, 


Next prepare the model for the 

illustration using Photoshop's colour 
correction and masking tools. Open the 
model.jpg image provided on the CD, drag 
it into place on the blank canvas and name 
the layer Model. 


| percent. Place the blurred 
| layer above the Model 

| layer. Copy the blurred 

| layer, set its blend mode 

| to Screen and Opacity to 

| 50 percent. Drop the 


| the blurred layer. 


| and make a backup of the masked layer by 
| copying it behind the background layer. 


Make the background and Model layers 
visible and select the Model layer. To 


| bring the detail out on the model's outfit, go 

| to Image—Adjustments>Shadow/Highlight. 
| Adjust the Shadow slider until the detail on 

| her clothes becomes more visible, but be 

| careful not to desaturate or bleach the colours. 


Duplicate the Model 

layer, set the blending 
mode to Color and apply a 
Gaussian Blur at 15 


screen layer above 
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You should now have four layers - 

a black background layer and three 
instances of the model, two of them blurred. 
Activate all four layers and see how they 
look. Now use a small, feathered brush at 80 
percent to smooth the mask edges. To edit 
any fine details, hit Q to enter Quick Mask 
mode and work on the mask from there. 


Hide the Model layers, open the colour 
picker and create a green (R= 141, 
G=198, B=63). Open the gradient editor and 

design the gradient using the green you 
have created. The Transparent Strip preset 
is a useful starting point. Slide the Opacity 
markers until you have areas of solid green 
and transparency, and then apply it to an 
empty layer. Name this layer Gradient and 
move it below the Model. 


Create a new layer, name it Gradient 2 

and move it to the top of the layer stack. 
Select the Brush tool and choose a 400 
pixels wide brush with soft edges. Set the 
opacity to 40 percent, hold down Shift to 
constrain brush movement to a straight line, 
and paint a vertical stripe from top to bottom j 
of the canvas. | 
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Now for the interface elements and focal 

point. This can be done in Photoshop or 
Illustrator, depending on which you're more 
comfortable with. You'll need to use only the 
basic drawing tools and fills, and once you've 
designed some of the parts you'll be able to 
re-use them throughout the illustration. Start 
by using the Circle tool to create a focal point. 


inside @ Comer 
Mode: ‘normal 
|| psc ino 

© reserve Teaparency 


1 If you're using Photoshop, draw basic 

shapes with the Shape and Marquee 
tools and stroke their selections. Drawa 
circle with the Circular Marquee tool and go 
to Edit>Stroke. This is a basic but effective 
and fast way to build up the elements. Use 
separate layers for each major element, 
which will give you more options for colour 
effects later on. 


| 1 For the wider circles, simply create a 
wider stroke around a circular 

| Marquee selection. Keep the wider strokes 

| on their own layers so that you can adjust 

| their Opacity independently. Experiment with 
the Line tool and the alternative Marquee 
options. As ever with techniques such as 
this, there are many ways to approach it. 


| 1 Link all of the elements together by 
placing them into a layer set: select 

New Set from the Layers Palette and name it 

| Focal Point. Select any of the layers in the 

| set and select Layer>Layer Style Outer 
Glow. Set the blending mode to Screen, 25 

} percent Opacity and choose a clean yellow 

| for the glow itself. Add 2 percent noise to 

| reduce banding, Copy the style to the other 

layers in the set and vary the effect. 


warp 


Rotate 180° 


tip Honzontal 


lip Vertical 


1 Select any of the layers. Press Ctrl/Command+T to transform the contents of the layer 
set and select Perspective from the contextual menu. Manipulate the handles until the 
perspective and angle of the focal point look correct, and then OK the transformation. 


Select the Model layer and go to Layer 
New Adjustment Layer>Curves. 
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It's always worth using Adjustment Layers 
instead of applying effects directly to a layer 
because this gives you the option of fine- 
tuning your settings. Drag the RGB curve 
into the light output area to add light to the 
image. Too much light will bleach the image, 
so be aware of any light patches that appear. 


1 To balance the colours, add a Color 

Balance adjustment layer above the 
Focal Point layer by selecting Layer->New 
Adjustment Layer>Color Balance. With 
Preserve Luminosity checked, boost the 
green values in the Shadows and Highlights 
sliders. If some areas become too 
saturated, add a layer mask and mask out 
the affected areas with a soft brush. 


1 You can now start building up the 
interface elements with the same 
techniques that you used to create the focal 
point. Again, use the tools that feel right to 

you. | find using the Shape and Marquee 
tools in Photoshop to be most effective for | 
this type of work. Make the grid visible to 
assist with alignment and balance, and 
keep Snap to Grid checked. 


Now isolate some elements of the 
interface you have created on their own 


1 


ayers. This will allow you to apply fills and 
colours to them at a later stage. You can easily 
load a layer’s mask by CtrV¥Command-clicking 
it in the Layers palette. CtrVCommand 
+Backspace will fill your chosen area with the 
foreground colour, and Alt/Option+Backspace 
will use the background colour instead. 


1 Once you've created a layer of interface 
elements, drag them into position 
against the model and use the Transform tool 
to add perspective. Create a copy of the layer, 
apply a Gaussian Blur of 10 percent and add a 
Layer Mask to the blurred layer. Drawa simple 
black-to-white gradient across the layer to 
makes areas of the blurred layer fade away. 


Create floating elements on separate 
layers with the Polygonal Lasso tool - 


1 


holding down Shift to constrain it to straight 
lines - and identify sections that will look 
convincing in front of the model. Don’t overdo 
| it- one or two sections will be enough to 


emphasise the effect and illusion. Fill the 
selections by sampling a green from the main 
image, and then reduce their Opacity until the 


| model is only partially visible. 


2 At this stage you can experiment 

with the effects by applying Layer 
Styles to all of the interface elements. Try 
playing around with variations of Color 
Overlay, Gradient Overlay and Outer Glow. 
If you create an effect that you like, save it 
as a Custom Layer Style and use it in other 
projects. This is also good practice for 
maintaining consistency. 


Now add a new layer, drag it to the 
top of the layer stack and fill it with a 
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light green sampled from the main image. 
Drop the Opacity down to 10 percent to help 
bind all the elements together and give a 
consistent colour. Try dragging this layer 
behind the model or masking sections of 
her out using a wide, soft brush. 


2 Activate all the layers and check the 

perspective. If you'd like to alter the 
perspective at this stage, link all of the 
interface layers together and Transform 
them. Examine the position of the layers to 
ensure that the composition hangs together 
well, and tweak any of the layer effects if the 
colour and glows need refining. 


LIGHT EFFECTS oO 


ADJUSTMENT LAYERS 
AND LAYER STYLES 


When possible, rely on 
Layer Styles and 
Adjustment Layers for 
your effects. You never 
know when you'll have to 


revert to a previous 
version, and using Layer 
Styles and Adjustment 
Layers will make this 
process quick and clean. 


GOING FURTHER 


Most of the techniques 
covered here can be 
used in After Effects, so 
consider the possibility 
of shooting some moving 
footage to add to your 
graphic effects. You can 
experiment with 
perspective and depth to 
add real life and punch to 
your work. Once you're 
familiar with the 
Photoshop techniques, 
animating them is the 
next logical step. 
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You'll find files for this 
tutorial in the ‘Painter’ 
folder on the CD, along 
with a link to download a 
trial version of Painter. 


w) 
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6 hours 


Sam Gilbey’'s 
distinctive 
illustrations 
have been 
published 


within magazines, books, 


websites, comics and 
exhibitions all over the 
globe. He’s also a senior 
editor at pixelsurgeon. 
com. You'll find more 
examples of his work 

at www.personalspace 
invaders.com. 
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MIX HAND-DRAWING AND REAL TEXTURES EFFECTS 


> 


TEXTURED ARTWORK 


Merge hand-drawn artwork created in Painter with 
can create original and striking textured artworks. 


photography and effects crafted in Photoshop and you 
Sam Gilbey reveals an original way to mix things up 


> Painter and Photoshop might seem 
like they’re designed for different 

jobs, and to some extent that’s true, but they 
also overlap pretty well. The trick is to learn j 
their respective strengths (and by extension 
their relative weaknesses), but from that 
point onwards you can use them together, 
creating a fresh style that would be 
impossible without the other package. 

As youll see, I’ve started and finished 
in Photoshop, and used Painter in the 
central section of this tutorial. You’re 
probably less familiar with the latter, so 
this way you can get started in a more 
comfortable area before getting to grips 
with the new techniques. 

Painter, as the name suggests, enables 
you to recreate natural media, and it does 
this very well, whether it’s impersonating 
oils, pastels, acrylics, or just about anything | 
else you can think of. You’ll certainly have 
fewer brushes to clean up afterwards! I’ve 
used Painter LX here, but it really doesn’t 
matter which version you use. 

In this project, I’ve tried to demonstrate 
how to illustrate something with a 
deliberate hand-drawn look in Painter, and 
how to combine it with photographic 
textures and effects in Photoshop — literally 
shining a whole new light on your creation. 
You can move files between the two | 
packages, and layers and Blending Modes | 
will (mostly) be preserved. 

Some martial arts in a forest seemed like 
a great way to demonstrate these effects, 
because the pattern of light coming through 
the trees can be integrated into the figure to 
give a sense of motion. You could try this 
style with any kind of image, though, so 
feel free to use your own photos. 


Illustration and tutorial by Sam Gilbey | 
Wwww.personalspaceinvaders.com 
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The first thing you need to do is create a new file in Photoshop measuring 280 x 280mm 

at 300dpi. Add a new layer, fill it with any colour you like, then go to Layer>Layer Style 
Gradient Overlay. Select an angle of -77 degrees, then use a gradient that fades from a grey- 
lilac in the top left to a leaf-green down to the middle and beyond. 


2 Open trees_1.jpg from the CD. Copy and 
Paste it into Photoshop, positioning it at 
the top left of the canvas. Set the Blending 
Mode of the layer to Color Dodge. Now use 
a large soft-edged Clone Stamp brush to 
duplicate some of the image so that it 
covers the whole width of the canvas. 


Now bring in trees_3.jpg and 
place it to the top right of the 
canvas, setting the Blending Mode 
to Lighten. Use the Magic Wand = 
tool to select as much of the bright Ba 
sky to the left of the photo as Re 
you can, and then remove it. > 


Duplicate the layer and, on the new 

version, set the Opacity to 50 percent 
and the Blending Mode back to Normal. 
Copy and Paste trees_2.jpg to the top left of 
the canvas, and set the Blending Mode to 
Overlay. Use the Clone Stamp tool again to 
fill the width of the space. 
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EFFECTS MIX HAND-DRAWING AND REAL TEXTURES 


> 


BLENDING MODES 


Ona new 


= 2s 


Paste another copy of trees_1.jpg on top, 

positioning it slightly differently. Fill the 
remaining space with the Clone Stamp 
again. Set the Blending Mode to Lighten. 


layer, use the 
Gradient Fill tool 
to fill the screen 
with a gradient 
that fades 
diagonally down 
from top-left to 
bottom-right, 
starting with 
a lilac, fading 
through a light 
blue and L 


finishing with a deep grey-green. Reduce 
the Opacity to 60 percent and change the 
Blending Mode of the layer to Lighten. 
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Add trees_5.jpg to the left of the scene, 
desaturate it to the same degree, and set 
the Blending Mode to Darken. You'll need 
only the main tree on the left, plus some of 
the foliage for the overlap, so use a large soft 
eraser to remove the bits you don’t want. 


Duplicate the layer with the diagonal | 

green foliage in it (trees3.jpg) and position | 
it at the top. Set the Blending Mode to Hue, 
and go to Layer->Layer Style>Color Overlay. 
Set the Blending Mode of the Layer Style to 
Overlay, at 100 percent Opacity, and pick a j 
grey-green colour (#7c8773}. 


7 Now paste trees_4.jpg into the scene at the top, on the right-hand 
side. Use a large soft-edged eraser to remove the tree on the left. 


Go to Image—>Adjustments—>Hue/Saturation and reduce the Saturation 
to -70. Set the Blending Mode of this layer to Darken. 
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| transparent plum colour. 1 


1 Place trees_6.jpg at the bottom of the 
canvas and desaturate it. Now use a 
very large soft eraser to remove everything 
above the foliage and flowers, leaving a hint 
of sky for a misty effect. Apply a Gradient | 
Overlay, fading upwards from a deep to a 
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11 Open the file called karate.jpg and 
paste it onto the main canvas. Use 

the Polygonal Lasso tool to cut the figure out 
(there's no need to be too precise). Merge 
the background layers, and fill with a leafy- 
green colour. Save the file with a different 
name and then open it in Painter. 


1 Reduce the character's 

Layer Opacity and create 
a new layer above it. Select the 
Brush tool and then, from the 
top-right Brush Selector bar, 
choose Acrylics and the Wet 
Detail Brush 5. Set the Resat bar 
up to maximum and the brush 
size to around 9. Start following 
the figure outline. 


As you progress, try hiding the photo 
every now and again, just to see how 


1 


| the line work is going to look. The photo is 


just for reference, so when it comes to the 
arms, feel free to exaggerate the shape (that 
is, make them less skinny!). 


Horizontal Scale 


Vertical Scale 


Options; FF Constiin Aspect Ratio 
1 Preserve Center ‘| | 


H 

1 When it comes to the face, there’s no | 
need to copy the photo either. Once 

you've drawn the features and have some | 

idea of the hair, Cut and Paste the head onto 

a new layer with the Lasso tool. Reduce the | 

scale to about 90 percent. | 


Move the photo out to the 
left-hand side and scale it 
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down. Increase your brush size to around 35 
and create a new layer beneath the outline. 
Mark out the basic light and shadow on the 
suit, using a grey purple and a lighter blue. 


Corel Painter IX - [painter _pshop_tutorial2.psd @ 33%] 
Fle Edt Canvas Layers Select Shapes Effects Movie Window Help 
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16 Now reduce the Resat of the brush 
to just 3 percent. When you try and 
paint now, you'll see that the colours blend 
into each other, and you can pull them 
around. Use this technique to enhance and 


add details to the clothing contours, working 
in darker and lighter tones. 


for the hair, and add some sweeping blue | 
| highlights to the right of the figure. 


1 | 


| incorporating the Just Add Water 
blending brush and the Blunt Chalk 20. 
| Repeat these techniques for the face and 


arms. Create a new layer above the outline 


_- Nos 
1 Save the file and open it in Photoshop. 
Merge the layers that make up the | 
figure and drag the layer onto the main 
canvas. You might need to boost the contrast, | 
since some of the forest is quite dark. You 
can also merge the background layers. | 


Secor 
: 
character 


background 


| character copy 2 
2 


1 Set the 
character 
layer Blending 
Mode to Multiply. . el 
Duplicate the layer, set the mode to Normal, 
and reduce the Opacity to 40 percent. 
Duplicate this layer and set the Opacity to 
100 percent. Use a large soft eraser to make 
large parts of the figure more see-through. 


2 


2 


2 


| gradient overlays for 


| blur and set the 
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Duplicate the bottom character layer 
and bring it to the top, returning the 
Blend Mode to Normal. Go to Layer->Layer 
Style and apply a Gradient Overlay that fades 
left to right from maroon to blue, but is 

transparent in the centre. Erase most of the 


| layer, leaving only the tinted edges behind. 


Use the Magic Wand tool to select 
the character outline. Create a new 


layer at the top, setting the Blending Mode 


to Screen. Paste trees_4.jpg into the 
selection and desaturate it. Now use the 
Clone Stamp tool with a large soft brush to 
make use of the light in the best places. 


Build up layers, 
adjusting the 
Blending Modes and 
Opacity, incorporating 
more foliage and 
applying colour and 


tints. For a light bloom, 
make a copy of the 
figure, apply a motion 


Blending Mode to 
Screen. To finish, you 
could reopen the image 
in Painter and redefine 
some of the outlines. 


BRUSH CREATOR 


I've only touched the 
surface of what Painter 
can do in this tutorial, 
and as such have stuck 
with some of the default 
brushes. However, if this 
experiment has intrigued 
you, why don't you take a 
look at the Brush Creator 
next? This is where you 
can change everything 
about your brush, from 
subtle adjustments to 
the most extreme 
transformations. Most 
importantly, you can save 
your creations and build 
up a range of favourites. 


ARTISTS’ OILS 


Artists’ Oils are a unique 
feature of Painter and, 
just as when using real 
brushes, you can run out 
of paint with them. When 
this happens, you can 
keep working into the 
canvas and blending the 
paint together. If that’s 
not enough like being a 
proper artist, there's 
even a mixing palette 
you can use before 
committing anything to 
your digital canvas. 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Hands-on’ 
folder in Section 3 on the 
CD, or via the interface. 
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3.5 hours Q 
Mark 
Mayers has 
worked in 
the design 

os industry 
for over 18 years. 
He currently works 


freelance from his studio 
in Cornwall and was 
recently named Designer 
of the Year by MetalFX 
Technology. To see more 
of Mark’s work go to 
www.markmayers.co.uk 
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HANDS-ON DESIGN 


Combining traditional media with digital techniques is a fail-safe way to add an interesting new dimension 
to your artwork, but you must be prepared to get your hands dirty, as Mark Mayers explains 


Slick, clean and technically perfect 

> images are easily achieved with the 
software available to today’s digital artist, 
but the computer can sometimes seem a 
sterile and impersonal tool. Instead of 
sitting in front of the easel spending time 
painting with brush and paint, artists can 
create images using computer software in 
a relatively short time. 

Although it has revolutionised the way 
we work, software cannot duplicate the 
randomness of a paint drip or leave a bristle 
hair on your canvas, and neither does it 
have a ‘happy accident’ tool. Sometimes a 
less slick and more ‘edgy’ image is what’s 
needed. The best way to achieve this is to 
roll up your sleeves, dust off your forgotten 
tools such as paints, brushes and a canvas, 
and adopt a far more hands-on approach. 

Throughout this tutorial you’ll be 
encouraged to ‘think outside the box’ and 
use often overlooked traditional techniques, 
combining them with digital methods of 
working. The source files are on the CD, 
but by creating them yourself you'll add a 
unique, personal touch to your artwork, 
and have more fun in the process! 

Here you'll use a variety of blending 
modes in Photoshop, make some custom 
brushes from real-world source material, 
create some stencils for spray-paint effects 
and use Adjustment Layers. I’ll also show 
you how to create natural-looking brushes 
in Illustrator and use them to trace a sketch. 

Whether or not you’re talented with a 
paintbrush, these techniques will show you 
a ‘best of both worlds’ approach that can be 
applied to your own images, giving them a 
painterly look that can’t be mimicked with 
digital media alone. 


Tutorial and illustration by Mark Mayers 
www.markmayers.co.uk 

Original photography by Tatiana Sayig 
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Grab some sheets of canvas and, 

using a wide brush, create a series of 
background textures. Experiment using wet 
and dry paint. Also try using really thick 
paint on different types of material, such 
as card. The idea here is to capture the 
textures from the canvas and brush strokes. 


Wait for your textures to dry - or, if 
you're impatient like me, use a hair 
dryer to speed things along. Next scan your 
textures at 300dpi and save to a convenient 

location. Now create a new Photoshop 
document that is 270mm square, CMYK 
and 300dpi. Alternatively, you can open the 
background_canvas.jpg supplied on the CD. 


“a 


Drag-and-drop/scale 

your other painted textures into your 
working file. Working in this way is quite 
intuitive, So exercise your creative freedom 
and experiment with different Layer Modes. 
Here | used a combination of Screen, 
Multiply and Linear Burn. 


Drag-and-drop/scale the buildings.jpg 

file into your working file, name the 
layer Buildings and set the Blending Mode 
to Linear Burn. Now go to Image> 
Adjustments Hue/Saturation and change 
the Hue to 18 and Saturation to 100 percent. 
Check the Colorize option and press OK to 
apply these changes. 


> 
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Double-click on the Buildings layer icon to access 
the Custom Blending options. Adjust the settings as 

shown by Alt/Option-clicking the left-hand side of the 

triangle and adjust the sliders until you are happy with 
the result. You can also experiment with the other blend 
options by dragging down from the Blend If... menu. 


S 
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Open the strokes.jpg file and, using the Marquee tool, 

make a selection around one of the brush strokes. Go 
to Edit>Define Brush Preset, give your new brush a 
name and then continue making selections to create 
more brushes. By default these will appear at the bottom, 
in the list of your current brush presets. 


CREATE A LIBRARY 


By creating your own 
library of hand-painted 
textures and spray art, 
you can call on them 
when required, which 

is a lifesaver when 
deadlines are tight. 
Experiment by painting 
with different mediums, 
from thin washes of 
watercolour to thick 
layers of oils, and try 
using different paper 
stock. Also, try adjusting 
your finger pressure 
while spray painting, 
which will create random 
paint effects that 
software can’t replicate. 


Create a 

mask on the 
Buildings layer by 
clicking on the Add Layer 
Mask icon. Now use your new 
brushes to mask the left- 
hand edge of the buildings. 
Experiment by adjusting both 
the brush sizes and opacity 
until you are happy. 
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In Photoshop or Illustrator, create some black 

lettering in a suitable stencil font. If you don't 

| have a suitable font, take a look on the web, but 

| please check the usage restrictions. | used a freebie 
from www.dafont.com. Now print it out on to the 

| thickest card available for your printer. 


\. 


Cut out your stencils with a scalpel and aerosol 

spray onto suitable stiff card. Any dark colour 

| aerosol paint will do because you'll add colour later. 
At the same time create some random splatters 
and scan-in the results once dry. Alternatively, open 

| the stencil_1.jpg file supplied on the CD. 
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1 Adjust the levels so you have good contrast, 
use the Magic Wand tool to select the centre, 
| then choose Select->Similar and Copy and Paste 

| into your working file. Select a pale orange colour, 

| Ctr/Command-click to generate a selection and fill 
| it. Set the layer to Lighten at 100 percent opacity. 


Ges dm 


1 Open up another one of your sprayed stencils, 
or open the stencil_2.jpg file supplied on the 
CD, and repeat the previous step. This time, try using 

a paler orange and experimenting with different 


| Blending Modes and Opacity settings. Here | used 


Lighten with an 80 percent opacity. 


AD Oven the random ‘ 
spray splatter you | 
made earlier and Copy 


and Paste as in step 10. Try © 
filling it with a darker orange and again experiment 
with Blending Modes and Opacity. Here | used Hard 
Light with an opacity of 60 percent. Alternatively, use 
the spray.jpg file supplied on the CD. 
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13 Launch Illustrator, create a new document 
that’s 325x325mm in size, and place the 
figure.jpg file as a template. Now double-click on its 
layer icon to adjust the default dimness until you're 
happy with the result. Because this is a fairly light 
pencil sketch, set it back up to 100 percent by un- 
checking the Dim box. 


1 To create some simple, natural- 

looking brushes, draw a black solid 
ellipse then convert the right-hand smooth 
point to a corner point. Duplicate this shape 
a few times, scale each down, drag them 
one at a time into the Brushes palette and 
then save them as Art Brushes. 


1 Using your 
new brushes, 
trace the figure, 
starting with some 
fairly broad strokes 
to flesh out the 
outline and then 
adding finer details 
with smaller 
brushes. [We have 
supplied an 
expanded-appearance line drawing 
on the CD if you wish to skip this step.) 
When you've finished, copy the line work to 
the clipboard. 


1 Back in Photoshop, paste the figure 
into your working file as pixels and 
position/scale as required. Now Ctrl/ 
Command-click the Layer icon to generate a 
selection, and fill the selection with a deep 
burgundy, setting the layer to Multiply. Play 
around with the position of the underlying 
paint scans until you like the composition. 


1 Create anew 

layer between 
your two stencil layers 
and set it to Hard Light 
with an 80 percent 
opacity. Sample some 
pale yellows and 
oranges from your 
illustration and, using 
your new brushes, 
roughly fill in the 
figure. Remember to 
vary the brush size and opacity, and also to 
work from light to dark. 


1 To delete the spray from behind 

the figure’s head, create a mask by 
clicking on the Add Layer Mask icon on the 
Spray layer. Ctr'/Command-click on your 
Figure Fill layer to create a selection of it, 
make sure the Spray layer is active, and paint 
out the areas that overlap the head. 


Li 

1 Open up one 
of your stencils - ta 

again and Copy and Paste it into your working 

file at the top of the layer stack. Fill the stencil 


with a dark burgundy colour and set the 


Blending Mode to Vivid Light. Position the 
image over the figure’s T-shirt and use the 
Eraser tool with a hard-edge brush to delete 
any areas you wish. 
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20 Create a new Hue/Saturation 
Adjustment layer using the following 
settings under Master: Hue +11, Saturation 
+6; under Reds: Hue +4, Saturation -10; 
and under Yellows: Hue -8, Saturation -11. 
Again, experiment with your own settings 
and see what you come up with. 


You can now apply adjustments to 
make the figure stand out more from 


2 


the background. Select your Figure Fill 
layer. Alt/Option-click on the Create New Fill 
or Adjustment Layer icon at the bottom of 
the Layers palette and check Use Previous 
Layer to Create Clipping Mask. Adjust the 
Magenta Channel as shown. 


DEFINING A 
BRUSH SET 
To save a set of brushes 
for future use in 
Photoshop, click on the 
Brush palette, then click 
the circled arrow on the 
right to display the drop- 
down palette menu. 
From here, select the 
Preset Manager option. 
Select the brushes you 
want by Shift-clicking 
then selecting the Save 
Set button. The set won't 
appear until the next 
time you load Photoshop, 
but now you can add 
brushes to that set 
whenever you choose to. 


OUTSIDE THE BOX 


Throughout this tutorial 
we've encouraged you to 
look beyond the realms 
of your computer for 
inspiration. Try painting 
directly on to some 3D 
objects and pressing 
them on to the canvas 
surface. Or, why not 
create a Photoshop 
brush from your own 
handprint? You could 
even Live Trace it to 
make a vector brush 

in Illustrator. The 
possibilities are endless. 


2 Step back and 
have a good look 
at your composition. If 
you want, move some 
layers around or try 
some different 
Blending Modes. As a 
final touch, try adding 
some more dripping 
paint (spray_2.jpg) in 
the top left-hand 
corner. When you are 
happy, save the file and 
you're finished. m@ 
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You'll find files for this 
tutorial in the ‘Patterns’ 
folder on the CD, along 
with a link to download 
a trial of SymmetryShop. 


Hannah Gal is 
a digital artist 
whose client 
list includes 
such big 
names as Apple, Adobe, 
MTV, British Telecom, 
Getty, Photonica, 
S The Independent, the 

\ Guardian, Wwav Rapp 
Collins, Amnesty, Sony 
records, Kodak, JVC and 
10 Downing Street (the 
Blairs’ Christmas card!), 
among others. Her 
Adobe-commissioned 
film Breathe has won 
global awards, and MTV 
made a documentary on 
its creation. This was 
followed by Savage, which 
premiered at this year’s 
Edinburgh Film Festival. 
Find out more at 
www.hannahgal.co.uk. 
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REPEATING PATTERNS 


Patterns can be used in a number of ways to create intricate repeating images that can be put to a multitude 
of creative uses. Hannah Gal uses Photoshop and SymmetryShop to demonstrate the possibilities 
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There are several ways to create 
=> 

patterns in Photoshop, such as 
duplicating a Shape or using a Fill, Define 
Pattern or one of the application’s many 
fantastic brushes. But if you’re after even 
greater control, it’s worth trying Artlandia’s 
SymmetryWorks or SymmetryShop. 

The first proved an instant hit with 
Illustrator users, and the company soon 
followed it up with a version for Photoshop 
users, SymmetryShop. Although presented 
as a companion to the first, SymmetryShop 
remains totally independent. 

As well as automating features and 
speeding up the whole design process, 
SymmetryShop’s patterns remain fully 
editable throughout, so it’s possible at any 
point, even after the design is complete, to 
revisit any previous step and practically 
rebuild the pattern. This kind of flexibility 
is a designer’s heaven. 

In this tutorial I'll demonstrate how 
SymmetryShop can turn a simple ‘seed’ 
element into an intricate repeating pattern 
— starting with the basic automatic 
SymmetryShop repeats, and ending with 
creative enhancement and export to 
Photoshop. You’ll learn how to put many 
of the automated one-click repeats to use, 
adjust the Control Path, which is central 
to any SymmetryShop design, build 


interlocking patterns, use Feather to smooth | 


boundaries between neighbouring elements, 
familiarise yourself with the many design 
presets, create your own background to the 
main design and export the finished design 
as a Photoshop pattern. 

The last steps illustrate the seamless 
collaboration between Photoshop and the 
plug-in, as we turn to Adobe’s own filters 
and effects for enhancement. 


Illustration and tutorial by Hannah Gal 
www.hannahgal.co.uk 
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Begin by opening the Photoshop file 
SymmetryOilFlowerMotif.psd provided 


| onthe CD. Alternatively, you could use 

| Photoshop's Custom Shape tools or any 

| brushes for a more free-spirited design. 

| Here | used an oil painting created in 

| Photoshop and reduced it to size. Whatever 
| you use, make sure your motif measures 

| 200x200 to 300x300 pixels. 


Place the flower motif onto a coloured 


canvas that has plenty of space for the 


| pattern about to be created. This is very 
important. Use too small a canvas and 


SymmetryShop will warn you about image 


distortion due to lack of space. Position your 


| motif at the bottom left of the canvas, not 
| too close to the edge. 
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Now use any of Photoshop's selection 

tools to create a selection around your 
entire motif. Open SymmetryShop and you 
will see a palette containing a range of ready- 
made styles. Click on the Glide Reflection 


| button and set the Tiling Size to 2-4. Click OK 


and return to Photoshop. 


When you create a pattern in Symmetry 

Shop, the plug-in automatically saves 
both the Control Path in the Paths palette 
and the SymmetryShop selection. This keeps 
the design ‘live’ at all times, so you need not 
worry about saving the path and selection, or 
‘messing up’ the design. It remains editable 
even after your pattern is complete. 


o 
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DROP AND 
BRICK REPEATS 
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The Control Path sits at the heart of 
SymmetryShop, and it’s the size and 
orientation of this Path that is used to build 
the pattern. You change the pattern by 
| adjusting the Path from within Photoshop. 
Now open the Paths palette and choose the 
Direct Selection tool. 


SELECTION EDITING 


Drag the top part of the path down to 
your motif design’s ‘point of change’. In 
| this case it’s just below the petals and above 
the leaves on the stem. Experimentation is 
highly recommended. Simply adjust the path 
| in Photoshop and run the plug-in to see the 
| effect. Click OK to return to Photoshop. 


When you reduce the Control Path’s 
height, you will instantly decrease the 
distance between pattern rows. To move 
| these rows to the left a little, drag the left 
side of the path to the left. This will widen it 
| by 20-30 percent. 
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| the Kaleidoscope pattern seen here. Click on 
} the Glide Reflection pattern to apply it, and 
} return to Photoshop. 


| SymmetryShop Layer Copy. 
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Select the entire Control Path with the 

Path Selection tool, drag it as a whole to 
the left and rebuild the pattern. Your choice 
of style is applied only when you click OK, so 
experiment with the styles on offer, such as 


ne New Spot Channel, 


i 5 Channel Options 


Palette Options 


| 1 In Photoshop, open the Channels 

| palette and delete the SymmetryShop 
| Selection channel. It will not be needed for 
the next few steps. 


Gradient Editor 
Presets 
PUA 


Cancel 


Load 


Save. 


The stems will now be lined together. 
Return to the SymmetryShop palette 
} and, with Preview pressed, adjust the Height/ 

| Width/X/ settings to achieve the desired 

| distance between elements. This can be 

| a lengthy process, so be prepared to wait. 


Name: [Custom 


Gradient Type: | Solid 


Smoothness: [100 | 


Stops 


Color 


Location: [37 | Delete 


1 Now select the Gradient tool from 

Photoshop's toolbox and choose 
Linear Gradient from the Options bar. Open 
the Gradient Editor and choose the Special 
Effects presets. Finally, choose the Green 
preset and apply. 


1 Before you add 
interest to the 

background layer, move to 
SymmetryShop and apply 
the Three Mirror Turn 
setting. This is a more 
‘spacious’ design that will show more of the 
background layer underneath. Make a copy 
of the SymmetryShop layer and name it 


SymmetryShop will automatically 
use the path that is still in place from 


1 


the main design to create your background 
pattern. With the Clip at Control Path box 

| selected, apply the pattern to the background. 
You might wish to increase the tiling size for 
a clearer repeat. 


Dock to Palette Well 
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14 You can now use SymmetryShop's } 
Overlap and Feathering controls to | 
smooth away the tile boundaries. Open 
SymmetryShop and, with Preview selected, 
set Overlap level to 13 percent and Feather | 
to 9 pixels. Again, experiment here with 

different values to see what effect you create. 


poms 


——— ' 
1 With the background layer separate, 
your creative options for enhancement | 
are endless. Open Hue/Saturation and move 
the sliders to see how different coloured 


backgrounds affect your design. | 


A 
1 Here | kept some of the backgrounds 
generated through experimentation 
as separate, inactive layers. The final 
selection was a deep purple shade. Choose 
this shade and open SymmetryShop to adjust 
X/Y settings, change the distance between the 
tiles and get the desired background look. | 


17 


| before applying a filter to the entire layer. 


| selecting FilterArtistic>Paint Daubs and 
| setting Brush Size to 3, Sharpness to 3 and 


19 The pattern you created will be added 


| on the Export button switches it to Export As, 


Now you can 
add texture 
to the background. Select the background 
layer and go to Filter>SketchWaterpaper. 
Set Fibre Length to 19, Brightness to 58, and 
Contrast to 76. Your canvas might be a little 
on the large size, and feel a touch sluggish, 
so be sure to work on a small selection first 


a 


2 In Photoshop, select SymmetryShop Layer Copy and change the 
Blending Mode from Normal to Hard Light. This will bring out the 
oil colour texture on the petals and enrich the design. 


AUTOMATIC POWER 


Actions are one of the 
most useful Photoshop 
features. Click on the 
New Set button in the 
Actions palette and, in 
the New Action dialog, 
type in ‘SymmetryShop’ 
as the name of your new 
Action. Designate a 
function key and select 
the Command checkbox. 
Now click Record and 
open the plug-in by going 
to File>Automate> 
ArtlandiaSymmetryShop 
before clicking OK. When 
done, click the Stop 
button in the Actions 
palette to stop recording. 


2 Activate one of the experimental 
background layers mentioned in step 
16. Set green as the foreground colour and 
white as the background and apply a Radial 
gradient. Place this at the bottom of the 
Layers palette. Copy the main Flower 
Pattern layer and place it in between the 
Radial gradient background and the original 
pattern layer. Reduce its Opacity to 16 and 
change its Blending Mode to Color Burn. 
Once your 


2 pattern is 


finished, Photoshop 
becomes your creative 
palette. As you enhance 
your creation, you might 
wish to go back and 
adjust the distance 
between tiles or see the 
new background under 
a different pattern style. 
The exported pattern 
could also be used as 

a really impressive bold 
brush stroke, as seen in 
step 19. 
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18 Photoshop 
filters are particularly effective at 
this stage, so open the Filter Gallery and 
experiment with different filter treatments. 


Add a painterly look to the flowers by 


Brush Type to Wide Sharp. 


> 


In SymmetryShop, click on Export. 
to Photoshop's Pattern library and can now 
be used in a multitude of creative ways. In 
SymmetryShop, pressing Alt while clicking 


giving you the option to name your pattern. 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Pattern’ 
folder in Section 3 on the 
CD, or via the interface. 
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McFaul's 
seaside 

} studio has 
brought 

© dazzling 
visual fervour to clients 
including Virgin Atlantic, 
Nike, Casio, Vodafone, 
Orange, IBM and Kinder. 
The work, both self- 
initiated and client based, 
is gaining an ever- 
increasing global 
audience, with admirers 
and collectors all over the 
world. Find out more at 
www.mcfaul.net. 
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PAT TERN-BASED IMAGES 


It's easy to speed up your workflow using simple images and motifs created in Illustrator, McFaul uses Photoshop 
to create swatches and patterns to fill a desired space and demonstrates what can be done witha little imagination 


This thing we call process is a 
Sef 


difficult entity to describe. It’s integral 


to the way you work and something that 
must be honed to perfection over the years, 
each time incorporating something a little 
different to enhance your workflow. Here I 
will introduce you to a little something I do 
as a matter of course — something I do 
several times a day that has become second 
nature, and which you may find useful in 
your process if you’re not already doing it. 

Through its creative software, Adobe 
provides a great range of shapes to work 
with. Circles, squares and so on — they’re 
all there, albeit pretty basic. But did you 
know you can create other shapes from 
these shapes? And that these shapes can 
multiply like rabbits given half a chance 
(and a quick read through this tutorial)? 
With a little refrain and some imagination, 
these shapes can be transformed into 
amazing patterns. 

Sketchbooks are a great resource for 
artists — they harbour some of our deepest 
ideas — but we don’t necessarily always 
transfer these ideas into software. The 
books nestle snugly with our laptops and 
confectionery and come out on trains. They 
are regular kit, just like our computers. So 
here’s a technique I use on a regular basis 
which utilises all these tools — something 
I’m sure you'll think about shoehorning 
into your own workflow. A simple doodle 
on your sketchbook will become a vector 
file on your computer, which will then 
become a swatch that fills a space and 
eventually become a pattern to embellish a 
fiendishly cool image. It’s as simple as that. 


Tutorial and illustration by McFaul 
www.mcfauLnet 
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1 Start by roughing up a range of drawings of flowers that are based on geometric shapes. 
These don’t have to be overly detailed — bold, linear shapes will work well. Alternatively, 
use the sketches (Mcdoodle.tif} | have provided on the CD. 
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2 Once you are happy with the range of flower shapes you have created, scan them into 
Photoshop and save the resulting image as scan.tif. 


Open a new CMYK 

document in Illustrator 
and place (FilePlace} your 
scan.tif image into it. Make 
this layer a template layer 
(using the Layer Palette 
options). Now double-click 
on the layer and name it 
Flowers. Create a new layer 
above your Flowers layer 
and name it Trace. > 


3 New Layer. 
New Sublayer. 
Duplicate “Flowers 


Options for “Flowers 


Locate Object 


Flatten Artwork } 
Collect in New Layer __ 


Release to Layers (Sequence) 
Release to Layers (Build) 


‘Hide All Layers 
‘Outline All Layers 
Lock All Layers 


Paste Remembers Layers 


Palette Options. 
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TOP TIPS 


When creating vectorised 
flower patterns (or any 
other geometric pattern), 
it's a good idea to use the 
Shift and Alt/Option keys 
when scaling objects. 
These keep things 
centred and in 
proportion. Use the Pen 
tool when creating free- 
flowing flowers or 
patterns — holding the 
spacebar once your item 
is clicked will allow you 
to position your points to 
get things spot-on. 
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Choose which of your 

flower drawings from 
the selection you would like 
to trace, and drag horizontal 
and vertical rulers to the 
centre of that shape. 


FV Vas wie DT) 
2 


avoeard increment (0.01 ont 
Gomvain Anat 0 
Gorn Radius [12 9m 


2 Object Yolecon by Path Only _ Dinable Aute AdG/Delane 


alee Baone THOU 
MM Apoend IGenveried) Yoon Onening Legacy Mies 


Cite ieane here 


A 
You can now use the Shape tools to create the basis 
of your flower shape using the rulers you created 
as a centre point. It is a good idea to set your keyboard 
increment to a very low setting [Illustrator—>Preferences> 
General). Something like 0.01 will allow you to nudge your 
shape objects really accurately. 
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Start by creating the centre of the flower using the 

Circle tool, then start to draw petals. It is quite easy to 
create petal-like shapes by first drawing a rectangle and 
then using the Pen tool, and the + and — keys to add and 
remove points. You can then use the Convert Anchor 
Points tool to add curves to the petal. 
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Once you've created your first petal shape, 

duplicate it using Copy and Paste, or by holding 
the Alt/Option key, clicking on your shape, dragging 
it to either side and releasing. Once you have a 
second petal, hold Shift while rotating the object 45 
degrees and position it against your flower’s centre. 
Repeat until you have created half of the petals. 


a ag 
Sieh CEN 


Now select all the objects by click-dragging 

around them. Press Ctrl/Commands+C to copy 
the objects, then Ctrl/Command+F to Paste in Front. 
Now go to Object>Transform— Reflect, make sure 
that the Vertical option is highlighted and click OK. 
Reposition the flower centres so they are all aligned. 


1 0 Now's the time to add further details to your 


flower if you wish. Here, | copied the flower 


shape and pasted it in front, rotated it, then scaled it 
down to double the number of petals. 
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Select all the objects 
and open your Se 
Pathfinder palette (Window->Pat! 


‘inder]. Once 
the palette is open, click the Add To Shape Area 
button and then click Expand. This will merge all 
of your shapes together into one shape. You 
should now have created your basic flower shape. 


1 1 Once you're happy with your flower, turn off 
the Flowers template layer. With your rulers 
on, draw a square from the centre point of the flower. 
Position your cursor over the centre point, hold down 

Shift+Alt/Option and click-drag outwards from the 
centre point to create a centred square shape. Make 
sure your square has no fill and no stroke. 
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1 Send the square object to the back (Object> 

Arrange->Send To Back]. Now select all of 
the objects by hitting CtrVCommand+A and go to 
Edit Define Pattern. Name your pattern Flower 
Pattern 1 and then click OK. 
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13 Open your Swatches palette 
(Window->Swatches) and you will 


notice that your flower pattern appears as 
a swatch. You can now draw any shape and 
use the swatch as a fill or a stroke. Here 
you'll need to use the swatch to fill a large 
area so that it can be pasted into Photoshop 
and used as a texture. 
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14 Draw a large rectangle and click on 


the Fill box in the main Tools palette. 
Now, back in the Swatches palette, click on 
your flower swatch. The fill area will now be 
tiled with your flower icon. 


1 You can now start to experiment a 

little, repeating steps 4-14 using a 
different flower shape. You'll end up with a 
range of different tiling textures that you can 
use in your illustration. 
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This pattern can now be used in 
Photoshop to add texture to your final 


1 


artwork. Select your tiled rectangle, hit Ctrl/ 
Command+C and switch back to Photoshop. 


Paste As: 
© Smart Object 
@ Pixels 


17° Open a new 
document, 

or an image that you 
are already working 
on. Now press Ctr/Command+V to paste your 
tiled texture into it, then select Pixels from the 
Option dialog box and click OK. Hit Return to 
place the object. 


O Shape Layer 


1 Next, select Filter>Distort>Twirl 
and have a play around with the 

settings as shown in the screengrab above. 

For this tutorial | used a setting of 61 degrees. 


MULTIPLE FLOWERS 


It is well worth creating 
two or three flower 
shapes and combining 
them in Photoshop to see 
how they could work 
together. There is no 
reason why your swatch 
should contain only one 
flower shape — you could 
put together as many 
elements as you wish. 


1 Now go to Edit>Transform-> 


Perspective. Experiment with the 
perspective a little until the pattern starts to 
get closer together at one end and further 


away at the other. 
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20° Duplicate the pattern, 
flip it horizontally and 
merge the two layers 


together. Duplicate your new 
layer and rotate it 45 degrees. 


Continue this process until your pattern 
covers 360 degrees. Once you have finished, 


merge all of the pattern layers. 


2 


and use it to cut away the centre of the 
pattern. Select the flower, click on the 


pattern layer, select New Layer via Cut or 


Paste and alter the transparency. Your 


pattern graphic is now ready to add to your 


main illustration. @ 
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As a finishing touch, add another 
flower shape on top of the pattern 


Just make sure that 
when you come to define 
them as a swatch, you 
have drawn the square 
so that it contains all of 
your elements. 
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EXPERIMENT 
WITH FILTERS 


Once you've created your 
swatch and pasted your 
pattern into Photoshop, 
try experimenting with 
the various filters found 
in the Filter Distort 
menu and the options 
found in Edit> 
Transform. Rotate and 
reflect your distorted 
pattern in many different 
combinations. 
Experiment with the 
Layer Blending Modes 
once you're happy with 
your pattern. Duplicate 
your pattern’s layer and 
try adjusting the 
Brightness/Contrast to 
see what happens. 
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Save Selection... 

Make Work Path... 


Layer via Copy 


New Layer... a : 


Free Transform 
Transform Selection 


Fill... 
Stroke... 


Twirl 
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illustration Projects 


To help you hone your newly-acquired skills - and 
also introduce you to some more expert tricks and 
techniques - we finish with a collection of complete 
projects in which our experts take you step-by-step 
through the process of producing a finished work. 
All the files you need are included on the CD! 


166 Organic imagery 


170 Vivid colour effects 


174 Painting with light 


178 Photoshop recycling 


182 B-Movie poster art 


190 Photoshop street art 


194 Skate deck art 


202 Sticker art 


210 DIY vintage T-shirts 


214 Distressed effects 


218 Low-fi effects 
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You'll find a layered file 
to help you complete this 
tutorial in the ‘Organic’ 
folder in Section 4 on the 
CD, or via the interface. 


PTiMENEEDED 


Nigel Dennis 
has been an 
artist since 
his mid 

teens and 
has a background in the 
organic fine arts. He 
has been freelancing 
as an illustrator for a 
couple of years now. 
Visit his website at 
www-.electricheat.org 
to find out more. 
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ORGANIC IMAGERY 


There's no easy way to create an organic, atmospheric palette in Photoshop. It takes plenty of manual work 
combined with a knowledge of colour and digital blending. Nigel Dennis shows you how 


> The main aim of this tutorial is to 
guide you through the techniques 


needed to create an organic feel within your | 


illustrations. Many people try to find an 
easy way to create images like the one 
featured here, but to create a genuine colour 
palette you’ll need to dedicate some time 
and effort. Try creating watercolour washes 
manually, scanning them in, collecting 
images, collecting clip-art (cheesy or not), 
and acquiring a good in-depth knowledge 
of Color Blending and Layer modes in 
Photoshop and Illustrator. 

This tutorial will help you take your 
illustrations to a new organic level. How 
far you take it is up to you. Everyone has a 
style they choose to work in, but blending 
the organic/analogue with the digital is 
something that must be mastered and 
understood. It requires an understanding 
of your programs and an in-depth 
appreciation of colour. 

Every illustration has an end goal. Every 
artist has an idea and vision for what their 
piece should look like. Taking a basic 
knowledge of traditional fine art and an 
understanding of digital art and illustration 
you will start to get the look, feel and 
aesthetic you have been trying to achieve. 

Whether or not you’re talented with a 
paint brush, the techniques and approaches 
outlined here will benefit you regardless. 
Take these tips on board and you will create 
not only a definitive style, but a pool of 
resources too — organic elements that can 
be used over and over to create a different 
depth every time. 


Illustration and tutorial by Nigel Dennis 
www.electricheat.org 
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1 Create a random watercolour wash in a medium of your choice that will give you a 


a 
- 


selection of textures to choose from. The key to a great composition is knowing where to 
place your resources, so don't use all of the washes you create, but select only the best. 


2 Scan your washes into Photoshop and place the copied watercolour layers behind your 
main illustration layer. Adjust the Layer Modes as necessary (in this case, Multiply is the 
best] and alter the Hue/Saturation until you are happy with the effect. Use Layer Masks to 


blend splotches of colour if needed. 


Choose an image for your main focal 

point - a photographic portrait is ideal. 
Now, using the Pen tool, create points 
around the desired crop area of your photo 
| and then paste it into your illustration. 
Create a Layer Mask and then place and 
blend where necessary. 


Now you can start to bring each of these 

separate elements forward through your 
layers using layers of colour that are set toa 
desired Layer Blending Mode. Spend some 
time experimenting with these Blending 
Modes until you achieve a display of colour 
that you are completely happy with. It’s 
always a surprise what you can 
come up with! > 
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© BRUSH AND BLUR 


You can create more 

depth when airbrushing 

by distorting and then | 
blurring your strokes. | 
Try applying the Filter> 
Distort>Ripple Effect to 
give your strokes some 


texture and then select 
Filter->Blur Radial 
Blurandusethe Zoom 7 
method at about 50 | 
percent for a more 
subtle watery effect. 


| Continue building on 
your composition, 
adding new elements, 
colours and layers and 
then edit the blending 
options further still 
until you create a 
smooth blend of colour. 


Developing an intimate knowledge 


of your blending options is key, so 
experiment with all the options on offer and see what effects they create. 
You might discover something really unusual. Pick the best blending 
options for this piece and work them into your image. 


Sometimes using 

a light airbrush 
setting can create an 
atmospheric wash of colour. 
Blending this with the organic 
can bring about a natural look to 
your illustration. 
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Continue to 
use the " 
Airbrush tool l = 
combined with the blending options using 
the Gradient setting. All of these techniques 
can be achieved using simple Photoshop 
basics. If you understand the program, you'll 
understand the use of brushes and colour. 


Continue layering your organic 
watercolour washes until you build up 
an effective sense of depth. The use of 
organic elements in your composition is the 
key to successfully achieving this aesthetic. 


1 Place images, photos or clip-art of 
your choice around the watercolour 

to create a blended feel. The additions 

should sit comfortably within the image you 


| have created. If you want to retain the white 


fill, ensure all outside paths are closed. 
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1 Continue to build up new elements - 
ink splotches always work very well. 


| At this stage you could also leave Photoshop, 
| open Illustrator and create a range of vector 
| scribbles. Import them back into Photoshop 


and add them to your composition. 


1 2 Creating perspective and depth ina 
flat space can bring your work a new 


aesthetic. Although everything in this image 
is two-dimensional, a real sense of depth 


| can be achieved by creating Layer Masks 


and then adding and subtracting elements. 


1 Vector silhouettes, created in 

Photoshop or Illustrator, are always 
easy on the eyes. It’s really simple to create 
silhouettes from photos without having to 
mess around with importing photographs 
into Illustrator to trace or auto-trace. 


1 Choose an image you like and then 
select ImageAdjust>Threshold. 
Move the slider until you are happy with the 
effect and then hit OK. Using your Magic 
Wand, set the Contiguous option to Off, turn 
off Anti-Aliasing and select only a part of the 
image that is black. Now simply copy your 
selection and paste it into the illustration. 


LAYER COMPS 


Because your image will 
be composed of so many 
layers, you should get 
into the habit of using 
Photoshop's Layer 
Comps function to record 
the state of the Layers 


palette. This will also 
enable you to compare 
different variations of 


1 Creating linear colour combinations, 
such as this rainbow, in Illustrator 


Opacity and Blending 
Modes without having to 
remember dozens of 


can create a successful flow and accent of 
colour. Create any amount of colour boxes, 
group them together, and then select the 


1 From the 
resources 
that you have now 
collected on your 
computer, open 
up a vector 
silhouette of any 
kind of image 
you'd like, copy 
the silhouette 
illustration from 
Illustrator and 
place them in 
Photoshop. Adjust 
the size to your 
liking and then 
choose Place 
from the menu. 


lines. Choose EffectWarp followed by 
any setting you like. 


complicated settings. 


17 The next step is to copy and place this element into Photoshop. 
Choose your colour lines in Illustrator, choose Copy, open your 
Photoshop window and then select Edit>Paste>As Pixels. Resize the 
image and then place it as required. 
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1 Pooling from resources, or creating 

more elements in Photoshop or 
Illustrator, develop more and more layers of 
elements and details as required. Plenty of 
clip-art and hand strokes of ink will always 
make your compositions look great. 


1 Add in a range of smaller elements 

where necessary to give your piece 
a feeling of detailed scale. If you want to 
save time, why not try copying fine parts 
of previous illustrations and placing them 
strategically throughout this illustration? 
Repeating these elements can create the 
illusion of random patterns. 


2 Do a screen grab to capture some 

elements of your software's 
interface. From this screen grab you will be 
able to create geometric elements such as a 
Grid in Illustrator or Photoshop, which, when 
added to your illustration, will create a 
beautiful juxtaposition between the digital 
and the organic. @ 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Photo’ 
folder in Section 4 on the 
CD, or via the interface. 
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Jort Braam 
is ayoung 
multimedia 
student 
based in The 
Netherlands who set up 
his website, Avensys, in 
early 2003 to showcase 
his unique brand of 
graphic design and 
multimedia artwork. Find 
out more about his work 
at Www.avensys.org. 
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VIVID COLOUR EFFECTS 


Photoshop wizard Jort Braam combines abstract images with black-and-white photography, using gradients, 
blurs and Blending Modes to create a stunning composited image that’s bursting with colour and movement 


a 


> In this tutorial you’ll discover how to 
combine different mediums — abstract 
art and photography — to create visually 
appealing effects. You’ll take a simple 
black-and-white photo of a girl and add 
colour, textures and lighting effects to 
create a vibrant and lucid piece of artwork. 

The image featured here is inspired 
by the concept of ‘lucid dreaming’, a 
phenomenon that has fascinated me since 
I first discovered it, in which the conscious 
perception of one’s state while dreaming 
enables a more cogent (‘lucid’) control over 
the content and quality of the experience. 

Lucid dreaming is very different from 
normal dreaming; the dreamer becomes 
aware that they’re dreaming during the 
experience, and the scenes within the dream 
often expand suddenly and dramatically in 
richness and colour as the dreamer becomes 
aware that the world being experienced, 
although appearing believable, is imaginary. 

Among the techniques we’ll look at here 
are how you can use gradients to create a 
palette of colours, and how these colours 
can be manipulated using Blending Modes 
such as Soft Light, Overlay and Color 
Dodge to create the illusion of depth and 
vibrancy. As always, the best way to get the 
results you want is to experiment. 

You'll also use Blending Modes to add 
light and highlight effects, which will create 
focal points within the image and further 
enhance the dreamy feel of the piece. I’Il 
also show you how to create a particle 
effect, which is great for adding detail and 
really easy to create, and we’ll also look at 
how to give an illusion of depth by using 
blurs and transforming certain elements. 
Let’s get down to it. 


Illustration and tutorial by Jort Braam 
Www.avensys.org 
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Open Canvas.psd from the CD. Create a 

new Floor layer under the Girl Sitting 
layer. Select the Gradient tool then Radial 
Gradient in the Options bar. Set the 
foreground colour to white. Open the 


| Gradient Picker and select Foreground to 


| Transparent style. Draw the gradient shown. 


Now select the Floor layer and use the 

Free Transform options to reshape the 
gradient as shown. Create another new 
layer and name it Floor Shade. You can now 
use the Brush Tool to paint a black area on 


| the floor and create a shadow for the girl. 


Use the Smudge tool to smudge the black 


| area, making the shadow more realistic. 


‘Channels paths 


mal ) Opacity: |. 


oct: (7) / a Fit: [300 
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FLOOR SHADE 


Open the Girl_formation.psd and press 

Ctrl/Command+A to select the whole 
canvas. Now press Ctrl/Command+C to 
Copy the selected area. Close the document 
and return to your original file. Press Ctr/ 
Command+V to Paste the selection into the 
main document. Position the layer as shown, 
and name the layer Grouped. 


Now duplicate the layer you have been 

working on and use the Free Transform 
options to rotate and scale the layer as 
shown here. Name this layer Grouped2. 


> 
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| In the next few steps you'll start to create 
| the main colour scheme. Do this by 

| creating three Radial gradients. First choose 
| astrong red foreground colour using the hex 
value #F2000. Draw a large gradient as 

| shown. Now set the Blending Mode of the 


| 20 percent. Name this layer Gradient4. 


a! 
Hide the Grouped and Grouped? layers. Duplicate the Grouped layer 
three times and use the Free Transform options to position them as in 

screenshot a; refer to screenshot b to help. Set the Blending Mode of 

each layer to Soft Light. Make the layers visible again. It will look like 
they've disappeared, but they're blended into the background - we'll come | 
back to these. It’s important to keep your Layers palette organised, so 
select all of the layers except for the first three and put them into a new 
folder named COMP/Girl. Refer to screenshot c to see how it should look. 


Create a new layer under the 

new folder. Pick the Gradient 
tool and set the foreground to the 
following hex value: #8E9274. 
Create a Radial gradient as 
shown, and name the layer 
Gradient1. Duplicate the layer, 
set its Opacity to 50 percent and 
name it Gradient2. Duplicate the 
layer, set the Opacity to 20 
percent and name it Gradient3. 
Position the Gradient layer in 
the upper-left to get a wider glow 
range. You'll now see that the 
layers set to Soft Light blend into 
the Radial gradients. 


j folder and name it Gradient5. Drawa 
y gradient as shown, using 0OF1F5 as the 

| foreground colour. Set the Blending Mode to 
“| Hard Light, and set the Opacity at 14 percent. 


hannets paths 
B} Opacity:[i. 


Next, create a new 
layer, and name it 
Brush Highlights. Select 
the Brush tool, choose a 

300-pixel-wide brush, 
and set the Opacity of 
the brush to 60 percent. 
Add some random 
highlights across the 
image, as shown here. 


1 To stop the girl being affected by the 

colour of the blue gradient you have 

| created, apply a mask to the Gradient5 layer. 

| Now select the mask and brush over the girl 
using a black 100-pixel brush. 
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| layer to Hard Light, and reduce the Opacity to | 


1 This will be your last gradient. Create 
a new layer and select a foreground 
colour with the a hex value of #A59670. Draw 
a gradient as shown above and set the Opacity 
to 69 percent. Name this layer Gradienté. 

Leave the Blending Mode on normal. 


Master Diameter 


1 Open the Screen base.psd file from 
the CD. Select the Brush tool and 
select a hard, round 5-pixel brush. Set the 
foreground colour to white. Create a new 
Lines _overlay layer above the Background 
layer. Set the Blending Mode to Overlay. Use 
the brush to paint lines, as shown, changing 
its size to create different width lines. 


1 Create a new layer under the Lines _ 
overlay layer and name it Glow _ 
colourdodge. Set the Blending Mode of the 
layer to Color Dodge and select a 200-pixel 
brush. Set the brush’s Opacity to 50 percent 
and add highlights to pick out the parts of 
the lines created in step 12. Add spots and 

play with the brush size and Opacity. 


14 For a more dreamy effect, duplicate 
the layer you've just painted in, and | 
select Filter->Blur>Gaussian Blur. Enter 
a Radius of 80 pixels. You can add some 
details by creating a new layer and drawing 
additional lines and sparks with the Pencil 


Create a new layer and name it 
Highlights. Select a 300-pixel brush, 
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| set the foreground colour to white and paint 
| some strokes as shown. Go to Filter>Blur3> 
| Gaussian Blur and enter a radius of 100 


pixels. Lower the Opacity of the layer to 30 


| percent, which will result in a light glow 


tool. Set this layer to Overlay. 
When 


1 you're done, 
select the whole 
canvas by pressing 
Ctrl/Command+A, 
then select Edit> 
Copy Merged (Ctrl/ 
Command+Shift 
+C]. Close your 
document. Return 
to your original 
document and hit 
Ctr/Command+V 
to paste in the merged layers as a new layer. 
Place this layer at the top of the stack, and 
set it to Screen. Your document should look 
like something this screenshot. You can 
erase unwanted areas by creating a mask 
and painting on it with a 100-pixel brush. 


Open the Water texture.psd file from 
the disc. Select the whole canvas, 
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and Copy it. Close the document, and Paste 
the selection into the main file as a new 
layer. Set the Blending Mode of this layer to 
Hard Light and lower the Opacity to 23 
percent. Rename the layer Water texture. 


| effect, softening the image a little. 


1 Create a new document that measures 


with black, and create a new layer. Select the 


and fill them white. Repeat this process and 
create some fills as shown above. Duplicate 
the layers and transform them to different 

sizes. Change the Opacity of the layers, too, 


| and erase random sections from some dots. 


Now merge (Ctrl/Command+E) all of 

the layers except for the background 

| layer. Duplicate the merged layer, go to 
Filter Blur+Gaussian Blur and enter a 

| Radius of 8 pixels. Now merge the blurred 

ayer with the original copy - again, don’t 

| include the background layer. 


1 


1,000x1,500 pixels. Fill the background | 


| Elliptical Marquee tool, create some selections | 


2 
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Copy and Paste your canvas in 
main document. Name this new 


= " 
em 


»y 
to the 


layer Particle1 and set the Blending Mode to 


| Overlay. Duplicate the layer and play about 


with the particles by moving the layers and 
using Free Transform. When you're happy 
with the results, create a new folder and 


21 


it Top Shade. Set the Blending Mode of the 
layer to Soft Light, and select the Gradient 
tool. Choose Linear Gradient in the options 
bar and set the foreground colour to black. 
Draw a gradient as shown - you'll see that 
| the top part of the image gets darker. 


place your particle layers in it. 


To add more contrast to the top of the 
image, create a new layer and name 


Lock 
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Mixer from the menu. Double-click on the 
layer and insert the following values: Red 
+104, Green +30, Blue -22; Red +14, Green 
+76, Blue +18; Red +8, Green -6; Blue +88. 
Now add a Color 
Balance Adjustment 
Layer and enter: -1, 
+19, +64. Next, adda 
Levels Adjustment 
Layer with the following 
Input Levels values: 0, 
0.84, 221. On top of 
that, create a Hue/ 
Saturation Adjustment 
| Layer with these 
| values: +9, -16, 0. To 
finish off, isolate the girl 
from the effects of the 
Adjustment Layers by 
applying a mask 


a 
, 


| across her layer. 
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KEEP TO THE POINT 


To complete the image you'll need to 
| add some Adjustment Layers. Create a 
| new Adjustment Layer and select Channel 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Light’ 
folder in Section 4 on the 
CD, or via the interface. 


y 


a J 
\ eee, Chuck 
eer Gi Anderson 


is an artist 
based in 

mm Chicago. 
Under the name 
NoPattern, he has 
worked with clients such 
as NYLON magazine, 
Audi, Microsoft and more. 
He also sells Limited 
edition prints and runs 
the culture portal THE 
BRILLIANCE! with 
business partner and 
friend Benjamin Gott. 
Find out more at 
Www.nopattern.com. 


30 minutes 


PAINT WITH LIGHT PROJECTS 


> 


PAINTING WITH LIGHT 


Recreating the work of an old master, Chuck Anderson uses Photoshop brushes and glow tricks to create stunning 
light effects that look so real, people are sure to look twice. Follow these steps and find out how it’s done 


> to subtly integrate light and colour 
into a photograph. The goal when adding 
light digitally to any photo should be the 
same — to make it look convincing, as if it 
were actually there when the photo was 
taken. Here you’ll learn how to achieve this 
effect by adding light and making it not 


In this tutorial you will learn how best 


only project from the source, but also affect | 


the objects that surround it. 

The inspiration for this image comes 
from a photograph taken of Picasso in 
1924. Picasso was photographed ‘painting’ 
a quick sketch in mid-air in a darkened 
room with a torch, and the image was 
composited with a shot of Pablo in a studio 
to create the effect of painting with light. 

In this tutorial we pay homage to 
Picasso, using a studio-shot portrait and a 


little Photoshop magic. Scanned spray paint | 


will add an organic edge to the piece and 
give it a more dynamic, hand-made feel. 
The same goes for the writing — do it by 
hand! Try to utilise Photoshop fully using 
scans and working them into your image. 

The colours you use to create this image 
are of utmost importance. Towards the end 
of this tutorial you should keep in mind that 
the colour scheme is made up mostly of 
blues, but adding subtle pinks and purples 
will really make the image more vivid. 
Small details such as this can really make 
a good piece of work stronger still. 


Illustration and tutorial by Chuck Anderson 
www.nopattern.com 


Brightness/Contrast 
Brightness 
Cancel 
Contrast @ Preview 


Start by opening the Main1.tif file provided 
on the CD. This shot was taken ina studio 
against a black backdrop, but it’s not quite 
right. Adjust the Brightness to -15 and the 
Contrast to +25. The colours need a little 
more strength, and by darkening the image 
and increasing the contrast you'll get a much 
more dramatic effect. 


| 
| 


Now you can get right down to the guts of 

the image. Either open Tag.tif, supplied 
on the CD, or create and scan your own 
writing/tag/image. Make sure it looks very 
fluid and smooth by writing your word quickly 
with a consistent pressure. Scan it anywhere 


| between 300 and 600dpi in greyscale. 


Gradient Map... 


Shadow/Highlight... 
Exposure... 


Equalize 
Threshold... 
Posterize... 


Variations... 


You'll now need to knock out the white 
from the black on this tag as quickly and 
as simply as possible. To do this, invert the 
colours of the image by selecting Image> 
Adjustments Invert. Next select Image 
Adjustments—dAuto Levels, to ensure that the 
blacks and whites become more contrasted. 


Color Range 
Select:| # Sampled Colors ey} 
— or 
Fuzziness 200 Cancel 
Load... 
Save. 
a\f 


= Invert 
Selection @ image = 


Selection Preview: None 


———— 


Li, 


Zoom to 100 percent and choose Select 

Color Range. Now take the Eyedropper 
tool and select the white lettering on the 
image itself, then hit OK. Color Range works 
in much the same way as the Magic Wand tool 
but selects by colour rather than tone, so it’s 
great for grabbing a specific colour. Your 
white text should now be selected. > 


ESSENTIAL PHOTOSHOP SKILLS GUIDE (175 


PROJECTS PAINT WITH LIGHT 
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DUPLICATE IT 


| 
| 
j 
} 


Now scale this new layer down to the size you want - to whatever size 
fits best with the base image. Select Edit>Transform—>Scale and keep 
Shift held down to maintain the proportions as you move the handles. 


Chances are, your hand-drawn tag {and mine] won't have fitted 


| Copy the selection you have just made 


and then paste it into your Main1.tif 
image. Name this new layer Tag. 


perfectly into the image. Use a hard-edged circle eraser to get rid of 


Now for the fun part - the paint sprays. 

It's best to give the spray an even, more 
organic and hand-created feel, so either 
create your own splatter and scan it in or use 
Splattertif, provided on the CD. Repeat steps 
3-6 for Splatter-tif, paste it into the main file 
and name it Splatter. 


pat) % 7 de: 

Set the Blending Mode of the Splatter 
layer to Overlay and randomly place the 
layer somewhere. Be creative - where does it 
look best? | like the floor; it feels integrated 
with the image and shows up better than it 


| does on the black of the background. Try 


duplicating this layer several times, scaling it 
down, rotating it, and placing it randomly to 
get an even more dramatic effect. 


Cancel 


New Style 
Preview 


1 Now duplicate the Splatter layer and 
change the Transparency to Screen. 
Go to Layer->Style Outer Glow and set the 
Blend Mode to Screen, Opacity to 100 percent, 
Colour to 3bb2e6, Spread to 0, and Size to 250, 


wet 


Layer Style 


€or) 


Cancel 


New Style 


Preview 
14 ower Cie 


1 Copy the Layer Style from Splatter and 

Copy and Paste it to Tag. Now adjust 
the glow properties on Tag a little until you're 

| happy with the result by taking the Opacity 

| down to 75 and the Size down to 130. 


| 


1 2 Now you should have your light 
tag, spray elements and some 

nice glows, but the light should affect its 
| surroundings. Make a new layer above 

the main layer, name it Blues, and set its 
| Transparency to Colour. Select a large, soft- 
| edged brush (800 pixels) and brush lightly 
over the model's hand and edges of his jacket. 


Isl] | 


Layer Style 1 


€-0K- » | 


Create Clipping Mas| 


Select Similar Layers 


Copy Layer Style 


Paste Layer Style 


Clear Layer Style | 
| 


Merge Down 
Merge Visible 
Flatten Image 


—_ D) 1 Now, using 
[format HO) Opeciey[ioox 
eee the same 
toe: (La Fut [i00% fa | : 
| 4 techniques used 
Bled low: Layer Properties. . 
| me , Blending Options... In step 1 1, create 
> soit Duplicate Layer, | another new layer 
Delete Layer and name it 
hd arte 
i Group into New Sma Glows. Copy the 
* Layer Style from 
= | Splatter Copy and 
| “ 
t 


paste the Layer 
Style into Glows. 


what doesn’t work within the image. Path the selections if you want to get it 
really exact. When erasing, be careful not to create ragged angular edges - 
they should be soft and rounded like a pen stroke. 


and then hit OK. Place the splatter near the 
model's legs so he almost appears as if he 
' is rising from it. 
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14 Now you can SEEING STARS 
have some 
fun experimenting. 
Select a soft-edged 
round brush with 
white as your colour 
and start to click 
away randomly. It’s 
best not to use 
Photoshop’s Brush 
Scattering or Dual 
Brush, because the 
effects will look far 
too calculated. 
Instead keep the 
glow dots as small 
and numerous as 
you can, and try 
using different sizes, 
too - anything from 
5 to 45 pixels. 


1 Now make another new layer and 

name it Colours. Set the Blending 
Mode to Overlay and select a large soft-edge 
round brush and a colour other than blue | 
- reds and purples work well. Make sure this | 
layer sits on top of all other layers. Click on | 
various areas to get a subtle colour variation 
in the lights and glows. 


e 15 Once you've | 
ot (LI ; finished | 
. ‘mo creating your | 

random light 
Layer Properties... | @ffects and are | 
Blending Options...| } 


FS) sand happy with the | 
pupueate taver-- | rasults, create | 


* Glows 


. Sones Delete Layer 

+ Group into Newsm) another new layer 
“2 “| | andname it 
so | Streaks. Copy and 


j Paste the Layer | 
hd factor = Create Clipping Maj i 
| — Style with the same 


technique you used 
Select Similar Layer ON the Glows layer. 
Copy Layer Style U 
lester | 1 With a large soft-edged circle brush, 
brush lightly on the opposite side of the 
| selection so that the white/blue glow appears 
| on the left-hand side of the selection. Make 
| sure you don't overdo it — the glow should be 
strong near the source and fade out towards 
| the furthest section. 


2 See some corners and 

black voids that could 
use a little more? Duplicate a 
few splatter layers and place them wherever 
you see fit, but don’t make the image too 
busy. Leave some light spray in the top 
corners, and maybe the bottom right, too. Fill 
some of the blank space with soft elements 
from the rest of the image. 


boaters Pca J 


Brightness/Contrast 


Brightness -10 Cae 


—_——— Cancel 


~ Contrast: Preview 


1 This effect shows projection from the : 
light source and is anice little touch. | 1 Now duplicate the layer and place the 


With the Polygonal Lasso tool, create a streaks you have just created randomly 
diagonal selection that intersects the nozzle across the image to create a range of textured 2 Looking at the image now as a finished product, the model still 

of the can and goes towards the top. Close it effects. For this image, the streaks were needs a little more contrast. This final step is your call - but for 
by making a large triangular selection in the duplicated next to the original and on to either this image the Brightness of the main image was lowered to -10 and the 
top left-hand corner. 1 side of the NoPattern tag. Contrast upped to +20. 


| 
| 
| 
| 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Recycle’ 
folder in Section 4 on the 
CD, or via the interface. 


2-3 hours 


Derek Lea 

is an award- 
winning 
illustrator and 
author living 
and working in Toronto, 
Canada. In addition to 
freelancing, he teaches 

an illustration course at 
Toronto's International 
Academy of Design, likes 
to get his hands dirty, and 
thinks that living in a 
condominium is unnatural. 
Find out more about the 
man and his work at 
www.dereklea.com. 
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=» PHOTOSHOP PROJECT 


PHOTOSHOP RECYCLING 


Sometimes you need to step away from your computer to find inspiration, which can come from places as unlikely 
as the ground beneath your feet, but you must be willing to get your hands dirty. Derek Lea reveals how 


> Photoshop art is often crisp, clean, 

colourful and slick. Skin can be made 
blemish-free, colours can be matched 
exactly, and photos can be painstakingly 
sharpened to perfection. All the tools are 
there, but unfortunately Photoshop has no 
idea tool or inspiration slider. 

Although we aren’t so quick to admit it, 
many of us who slog away at our computers 
all day get stuck in creative routines. We 
develop habits when it comes to illustration, 
design or photography and find ourselves 
following the path of least resistance a little 
too often. The unfortunate result is that 
everything starts to look the same. 

Every once in a while you simply need to 
snap out of your routine and try something 
new. In this case, I was inspired by a home 
renovation and a visit to a neglected part of 
the city I live in. These two events provided 
found objects, such as rusted junk, flattened 
containers and a plastic doll, which all 
sparked some creative inspiration. 

Creating art in this manner requires an 
evolutionary approach. Traditionally when 
creating an illustration you’ll start with a 
conceptual drawing and then work out how 
to produce it using Photoshop tools. Here, 
the process will be reversed. 

In this tutorial you’ll use a small selection 
of Photoshop tools and layers, and by 
staying true to the nomadic approach you’ll 
allow your illustration to evolve. You'll 
bring the items into the image one at a time, 
and the composition will fall into place. 
This is a liberating way to work, and will 
with a little luck be the breath of fresh air 
you need to snap out of your comfort zone. 


Illustration and tutorial by Derek Lea 
www.dereklea.com 


a 


} MAS 4 ; i A Dt gad BS kak 

Try to get to places off the beaten track when you're looking to find odd, discarded objects. 
This area near Toronto's waterfront is an industrial part of town with few people walking 
| around, ideally suited to find some good bits of junk that can be used to create art. 


[@_ Photoshop File Edit image tayer Select Fi 


; 
J Opacn: [ars fa 


rc )| 


Color Dodge 
Lnear Dodge fet 2 
Overlay 
Soft Light 
Hard Light 
vevid Light 
Linear Light 


feet 


| gathered up some small pieces of junk 

- others were simply too dirty or large 
to be transported. This metal tube is a fine 
example of something that wasn't portable, 
so | photographed it and left it where it was. 


Difference 
fxclusion 


| Hue 
Saturation 
Color 


Luminosity 


To create the sky effect, simply drag an 

: image of the sky into the file as a new 

| layer and position it using the Move tool. This 

| | will immediately add a sense of environment 

| to the scene. Next, change the Layer 

| You'll soon notice items that are ideal. | Blending Mode to Luminosity and reduce the 

To create this background, import the Opacity a little. Duplicate the layer and 
i 


| baking sheets (pan.psd and pan2.psd) on to | change the mode back to Normal. 
| different layers in Photoshop. Move the top 


| layer down the canvas to create a horizon. 
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@ Photoshop File Edit image Layer Select 


04 Bo ByGolo 


piped psd 25% (RCR/S) 


The old metal toy truck (truck.psd] used here was found during 
excavation when my home renovation was in progress. In Photoshop, 
isolate the truck using a path-based selection and drag the image into the 
working file. Next, scan a piece of pipe, or import one from the CD, and 
trace it using the Pen tool. 


Next, generate a 
selection from the 
path. Drag pipe2.psd into 

the working file and 
rotate and resize the 
image using the Edit> 
Free Transform function. 
Add the pipe image a 
number of times on 
various layers to create 
a network of piping. 
Unwanted areas can be 
removed easily using the 
Eraser tool. 


DUPLICATING LAYERS 


Isolate the crushed 
drink container from 
the pieces2.psd file using 
a path-based selection. This | 
will provide an excellent | : 
body shape for the main -—— 
figure. Now use Free 
Transform to adjust the size |‘sspacmress ais 7 ‘ d j 
and rotation, and change the licate Layer 
Layer Blending Mode to Luminosity. Select pop-up menu _ 
the loop of metal from the pieces.psd file that appears. 
and add this as a new layer. 
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Now for the arms. Use the pieces2.psd 
file, and draw a path around the doll’s 
arm. Generate a selection from the path and 
drag the contents into the working file as a 
new layer. Next, use the Free Transform tool 
to resize, rotate, and reposition the layers. 


Use the same method to add all of the 

details seen here on top of the drink 
container body. Play around with the 
arrangement until they start to represent a 
face. Drag the layers up or down in the layer 
hierarchy to place objects in front of others 
on the canvas or behind them. 


“he 
eS 
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eA 
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8, 
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1 Some of the elements you add will 
need to have holes punched in their 
selections, including reel.psd and the 
sheriff's badge contained in pieces.psd. 
Ensure that you make use of the Subtract 
From Path Area feature from the Options bar 
when tracing these items with the Pen tool. 
Once they're selected, add them to the scene. 


Sometimes you'll only want to use 
select portions of objects. In this case, 


1 


just the tab from the can [found in pieces2. 
psd) should be outlined by a path. Once it’s 
selected, add it to the image and transform 
to fit. The layer should be duplicated a 
number of times and repositioned. 


1 The large aluminium tube (tube.psd) 
can now be used to create legs. Draw 

a path around each section of the tube and 

bring it in as a separate layer, adjusting it 

| with Free Transform. Now target one of the 

doll arm layers in the Layers palette and 

draw a Lasso selection around just the hand. 


TEIN Setect Fiver View window — Hein 
Delete 


Layer Properties 
Layer Style 


New Fill Layer 
New Adjustment Layer 


Layer Mask 
Vector Mask 
Create Clipping Mask 


Smart Objects 


New Layer Based Slice 


Group Layers 


Hide Layers 


Arrange 


Merge Down 
Merge Visible 
Flatten Image 


Matting 


1 Hit Ctr'YCommand+J to copy the 

selection as a new layer. Use Free 

Transform to reduce, rotate and position the 

| hand over the end of a pipe section. Now 

| select Image>Adjustments—Desaturate 

| from the menu to remove the colour. Erase 
unwanted portions and duplicate the layer. 


FOUND MATERIALS PROJECTS 


“mg Dae 
1 Now position the duplicate hand layer | 

over the other end of the pipe section 
and rotate it accordingly. Erase any unwanted 
areas from this layer too. Some layers can be 
duplicated in their entirety and used in other 
areas. You can now start to build another 
face by duplicating and transforming the 
layers here. 


Taare raths “channels 


Work Path 


1 Continue adding objects from the 

source files on the CD until you've 
added a head shape to the main creature 
and a nose to the smaller face at the left. 
Next, open the Open.psd file. Draw a path 
around several metal sections of this old 
discarded vegetable steamer. 


‘ ¥ = = 
1 Generate a selection from the path 
before dragging the contents into the 
working file as a new layer. Again, use Free 
Transform to adjust the size, and rotate and 
position the sections of metal. Drag this 
beneath the film reel layer in the Layers 
palette. Duplicate it and move it over a little. 


| CtrVCommand+K to create new layers for 


| metallic wing. Target all of the wing layers in 
| the Layers palette and group them. Duplicate | Luminosity and reduce the Opacity. Adjust 


| drag it into the working file as a new layer. 
| Position the layer under the film reel layer in 


Na 


‘paper? pd @ 25% (RCR/R 


1 Drag the duplicate layer beneath the 

original in the Layers palette and use 

Free Transform to distort the shape. Use the 
Lasso tool to select portions of bothand use | 20 Use this method to add eyes into each of the film reel holes - 

| here we're using more scans of old newspaper pages. Try and find 

your selections. Distort the shapes and tuck | asuitable image that can be used for the large face and draw an Elliptical 


| them beneath their original layers. Marquee selection around it. 


©) SELECTION OPTIONS 


at Fes 


é A e Tie. 
21 Drag the selection into the working 
file. Change the Blending Mode to 


1 Continue in this manner until you've | 
created enough layers to resemble a 


the group, move it to the right, and flip it the size of the face, and position it over the 
horizontally. Change the group's Blending | head. Duplicate the layer a few times and 
Mode to Luminosity. | use Blending Modes such as Linear Light 


| and Normal to make it stand out. f Bees, 


2 Continue to 
add the scans 
of newspaper sections 
| | to the working file, 
| | experimenting with 
| | Blending Modes and 
| duplicate layers, and 
| | varying the Opacity 
| settings however you 
1 Scan part of an old newspaper to get | see fit to create 
an eye like the one above. Draw an } aninteresting 

Elliptical Marquee selection around it and composition that 
contains starburst 
eyes, television sets 
the Layers palette. Adjust the eye's sizeand | andasatellite. Feel 
position so that it peeks through a hole. free to improvise 

| with the tools 

| available, deviating 

| from what you see 

| here, to customise 

| a composition of 

! your own. & 
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You'll find all the files 
you need for this tutorial 
in the ‘Illustration’ folder 
in Section 4 on the CD, or 
via the interface. 


4 hours 


Award- 
winning 
illustrator 
and author 
Derek Lea 
lives and works in 
Toronto, where he divides 
his time between his Mac 
and the local movie 
house, which specialises 
in 60s exploitation flicks. 


=> PHOTOSHOP PROJECT 


B-MOVIE POSTER ART 


Everything from desktop scans to bitmap images is useful when it comes to creating authentic B-movie poster art. 
Derek Lea explains how unconventional methods can yield stunning results in Photoshop... 


Sometimes the look of cheapness 

has a strong appeal. The traditional 
B-movies from the 50s and 60s were prime 
examples of cheapness. Originally they 
were no more than simple marketing 
strategies to get people into the theatres. 
They were often garish and tasteless to the 
point of insulting your intelligence. 
However, in that cheapness, that lack of 
intelligence, lies a certain timeless charm. 

That charm is evident most of all in the 

poster art of that period. Blood-dripping 
typography and scantily clad women litter 
the scenes. Photos were cropped in a 
choppy manner, large halftone screen 
patterns ensured acceptable reproduction 
by even the shadiest printers, brush strokes 
remained visible in quick and dirty 
illustrations, and garish colours were used 


Expertise provided by award-winning illustrator 
Derek Lea, www.dereklea.com. Photography: 
Orlando Marques; Model: Josie Lyn. 


——— 


to grab attention. But as the years passed, 
collectors latched on to these unlikely 
masterpieces, finding beauty in their camp 
sincerity and less-than-perfect execution. 

And here we find ourselves, recreating 
this imperfection in Photoshop, an 
application built for perfection. A tad 
ironic when you think about it. In this 
tutorial we’re going to show you how to 
exploit the Photoshop toolset to not only 
mimic the imperfect techniques of the old 
days, but also to create wonderfully sharp 
and clean illustrations within your camp 
poster designs. 

A number of elements you see here 


| reside on the CD as desktop scans, but 
| before they wound up there, we had to 


execute a few real-world techniques of our 
own. You see, in order to create convincing 


| 


| 
| 
| 
| 
1 
| 


crumpled effects, we printed out many 
elements and crumpled up the pages by 
hand. Sometimes, the best way to get a 
real-world effect is to simply start with the 
real thing. And it’s within the Channels 
palette, as you'll soon see, that these 
distressed desktop scans will become raw 
material for the imperfect bits and pieces 
within these compositions. 

As for perfection, well, that starts with 
a photo. Rather than reaching for the ever 
predictable Illustrator Live Trace button, 
we’ll show you how to painstakingly trace 
details from your images by using the Pen 
tool. And finally, to finish things off, we’ll 
show you a few innovative bitmap tricks 
that transcend the predictable when it 
comes to working with image 
modes and alpha channels. 


> 
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PART 1: The background 


Alpha channels provide the building blocks 
for this highly textured effect... 


Launch Photoshop 

and create a new file. 
Specify CMYK mode, a 
document size of about 
240mm wide and 290mm 
high, and a white 
background. This file will 
be your working layered 
file. Now, with your new 
file open, open the 
border.jpg file from the 
Illustration folder in 
Section 4 the CD. Type 
CtrYCommand+A to 
select all. 


Now type Ctrl/ 
Commands+C to 
copy the contents of the 

selection. Once you've 
copied the selection, go 
ahead and close the 
border.jpg file. Return to 
your new working file and 
locate the Channels 
palette. Click the ‘Create 
new channel button at 
the bottom of the palette 
and type CtrY/Command 
+l to invert the channel. 


CHANNELS 
By default, white areas 
i 


within channels are 
selected areas and black 
areas are masked. You'll 
notice in this tutorial 
that we're constantly 
inverting selections. If 
you'd rather not do this, 
double-click an alpha 
channel in the Channels 
palette and, in the 
Channel Options box, 
change the colour 
indication from masked 
areas to selected areas, 
meaning that black 

will represent the 
selected areas of 

your image. 


SES 
Now that your channel is inverted to 
white, ensure that it’s targeted in the 
Channels palette and type Ctr/Command+V 
to paste the copied image into the new alpha 
channel. Next choose Edit>Free Transform 
from the menu. Drag the corner handles of 
the bounding box to resize the contents of the 
selection within the channel. 
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Create a new channel, invert it to white, 
paste into the channel, and resize the 
pasted artwork via Free Transform. Use 
Image > Adjustments > Brightness/ 
Contrast to enhance the contrast so that 
unwanted wrinkles disappear from the scan. 
Generate a selection from this new channel 
and invert it. Create another new layer. 


Press Enter on the keyboard to apply the 
transformation after you've sized the 
pasted border so that it fits within the 
channel, allowing enough space for a white 
border around the edge. Now, hold down 
Ctrl/ Command and click on the alpha 
channel thumbnail to generate a selection 
from the contents of the channel. 


| i. 
Ensure that your new layer resides 
between the existing two layers in the 
Layers palette. Then fill the active selection 
with a red foreground colour, specified within 
the picker, on your new layer. Deactivate the 
current selection and duplicate your dripping 
blood layer by dragging it onto the ‘Create 
new layer’ button in the Layers palette. 


Se euledeas akss ie 

Create a new layer in the Layers palette 
and choose Select Inverse from the 

menu. Click on the foreground colour swatch 
in the toolbox and select a blue colour from 
the picker. With the new layer targeted, hit 
Alt/Option-Delete to fill the selection with the 
current foreground colour on your new layer. 


Enable the transparency lock for this 
layer and use the Move tool to drag it 
upwards on the canvas. Select a purple 
foreground colour and type Alt/Option-Delete 
to fill the non-transparent portions of the 
layer. Use the Rectangular Marquee to select 


Target the background layer in the 

Layers palette. Now use the Rectangular 
Marquee tool to draw a selection border 
within your flaming border. Select a lighter 
blue colour from the colour picker and fill the 
selection with this colour on the background | the unwanted area at the top of the canvas 
layer. Deactivate the selection. Then open the | and delete it. Your background imagery 

' blood.jpg file and copy it. should now be complete. 
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oa the josie2.jpg file from the CD. 

Drastically alter the contrast of this 
image until the background is mostly white. 
Next, select all and copy. Return to your 
working file, create a new alpha channel, and 
invert it to white. Paste the copied image into 
the channel. Resize and position the pasted 
image via Free Transform. 


Now open the josie3.jpg file. Alter the 

contrast of this image and paste it into 
the same alpha channel in your working file. 
Resize and reposition the graphic within the 
channel so that there's a figure at the right 
and another at the left. Then simply 
deactivate the selection and choose the 
Pen tool from the toolbox. 


Use the Pen tool to draw a closed path 

component around each of the figures, 
outlining her shape in each case. Ensure that 
the ‘Add to path area’ option is enabled in the 
tool options bar. Generate a selection from 
your path by Ctrl/Command-clicking it in the 
Paths palette. Finish the figures by inverting 
the selection. 


T 2: Figures and texture 


Seah the background by combining channels, 
selections, layers and blending modes... 


Fill the inverted selection with white in 

the current alpha channel to remove the 
shadows. In the Layers palette, create a new 
layer, and drag it above the other layers in 
the palette. Invert the selection and fill it 
with a lime green colour on the new layer. 
Deselect the layer. 


Now generate a selection from your 

newest alpha channel and invert the 
new selection. Create a new layer at the top 
of the stack in the Layers palette. Fill the 
active selection on the new layer with a blue 
foreground colour that’s slightly darker than 
the background. Deactivate the selection. 


Open the glass.jpg file. Select all ant 

copy. Now return to your working file 
and paste. Use Edit>Free Transform to edit 
the pasted image so that it covers the entire 
canvas area. Ensure that your new layer is at 
the top of the layers stack and change the 
layer blending mode to Soft Light. 
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3: Adding text 


Incorporate a bit of text via scanned 
art and type layers... 


Open the type. jpg file from the CD and use all of the aforementioned 

methods to enhance the contrast, paste it into an inverted channel, 
perform any necessary free transformations, generate a selection from 
the channel and then invert it. On a new layer, fill the selection with a blue 
foreground colour. Deselect. 


Use the Pen tool, with the ‘Add to path area’ option enabled, to trace 

the outlines of the inside area of each letter. Generate a selection 
from your path. Create a layer underneath the top layer, and fill the 
selection with green. 


\ rawing | 
Pen soak one of the first 
places you should direct 
your attention to is the 
tool options bar. At the 
far left, there are three 
buttons that control the 


result of what you draw 
with the Pen tool. Ensure 
‘that the middle button (of 

the three on the left] is 


Destine the selection and use the 

Type tool to create a couple of text layers 
for descriptive copy. Choose a font anda 
bright orange text colour in the tool options 


bar. Use Edit Transform > Skew to 
skew the contents of each text layer. 


> 
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PART 4: 
Tracing photographs 


Our primary visual element is meticulously 
traced with the Pen tool... 


Open the josie1.jpg 

file. Copy and paste 
the image into your 
working file as a new 
layer, on top of the existing 
layers. Use Free 
Transform to adjust the 
size and positioning of the 
layer. Select the Pen tool. 
Ensure that the ‘Add to 
path area’ function is 
enabled in the tool 
options bar. 


Carefully begin to trace the outer edge of the model's entire body, 

concentrating on creating a closed path for the outer edge of what 
will soon be a selection border. The resulting selection will be used to 
create a sharp black outline, so click and drag carefully to create a 
precise outer edge. 


When your outer 

path component is 
complete, Ctrl/Command- 
click anywhere else so 
that it’s not selected. 
Choose the ‘Subtract from 
path area’ option in the 
tool options bar. With this 
option enabled, trace the 
shapes that you want to 
punch out of the black 
outline, such as skin and 
hair highlights. 
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| ones. When you've 
| finished, you need to 
| generate a selection from 


| the visibility of the current 
| layer and create a new 


| the black outline you've 


This is the most time- 

consuming part of the 
process. Take your time 
and really focus on the 
details. Draw all of the hair 
and clothing highlights, 
carefully trace her arms, 
leaving a space at the 
outer edge between the 
outer path and the inner 


the entire path. 


In the Layers palette, 
temporarily disable 


layer at the top of the 
stack. With the new layer 
targeted, fill the currently 
active selection with black 
and then deactivate the 
selection. Take a look at 


created so far. There’s still 
more tracing work to be 
done yet, though. 
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Now select the ‘Add to path area’ option in the tool options bar. Enable the visibility of your 
source photo layer again and trace some of the details that weren't included in the first 


| path. Outline her eyes, nose details, her fingernails, and the remaining details within the skull 


and on her gown. These details will reside within a new path in the Paths palette. 
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Enable the ‘Subtract 

from path area’ 
option again and trace 
any areas which you want 
to punch holes in what 
will be a solid black fill, 


PART 5: Colour and paint 


Fill the black outlines with colour 
and add tactile paint effects... 


areas like the whites of 
her eyes. When done, =[f}... 
generate a selection ela)» 
from the entire path. 5s 
©) TI» = 04 
ah 
afi | 
Keep the selection e a P| 
active and fill it with je | 
black on your top layer. a | 
Deselect and enable the : aie L ca SC 
transparency lock for 1 Use the same method to trace various shaded areas and fill the 
this layer. Select a blue aS selections with appropriate colours on the current layer. Once you've 
foreground colour. Use [Tost ens done that, create another layer underneath the current one and fill path- 
the Gradient tool with the a —— based selections with colours to define all the solid areas of colour 


foreground to transparent underneath the shading. 
method and the radial 

setting to draw a gradient 
from the bottom up within 


the black outline. 


i 
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Create a new layer and 

position it at the top of the 
stack in the Layers palette. 
Select the Brush Tool and 
open the Brushes palette. 
Select a natural looking brush 
tip preset. Disable all brush 
dynamics except Smoothing 
and reduce the Spacing to 1 
percent to produce nice 
smooth brush strokes. 
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4 q 1 ; 
9 Now use the Pen tool, with the ‘Add to path area’ option enabled, to trace the contour of 3 Use the current brush tip with a variety of colours to paint over the top 
the shadows on the model's skin. Generate a selection from the new path, and fill it with of the underlying imagery. Use a very low opacity setting and vary the 


purple on a new layer that is placed beneath the black outline layer. Deselect and trace the size of the brush tip depending upon the area you're painting over. 
other shaded areas. Create light strokes, adding a hand-painted feel to the underlying art. > 
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Bitmaps & texture | 


Innovative effects are achieved via channels 
and alternate image modes... 


Open the folded.jpg 

file. Select all and 
copy. Paste the copied 
image into a new channel 
within your working file. 
Use Free Transform to 
adjust the size so that if 
fills the entire canvas. 
Increase the contrast and 
then generate a selection 
from the channel. This 
time, refrain from 
inverting the selection. 


LOCKING LAYERS 


STAYING ORGANIZED 


Create a new layer in the Layers palette 

at the top of the stack. Fill the active 
selection with white and deselect. Add a 
layer mask and use the Gradient tool, with 
the same settings as before, to mask out 
areas that are too harsh. Congratulations, 
you have now completed the first poster. 


—_ 


Use the remaining CD files and the 
methods explained so far to create a 


| second, horizontal poster. Open josieS.jpg 
and choose Image->Mode->Grayscale. Then 


choose Image->ModeBitmap. Choose 50 


| percent threshold as the method. Once 


you've converted the file, select all and copy. 
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Create a new 
channel in your 


second poster file and 


invert it. Paste the 
copied image into the 


| channel. Do the same 


| 


| thing with the josieé.jpg 


file and paste it into the 
channel as well. Resize 
and position each image 
within the channel 
appropriately. Generate 
a selection from the 
channel and invert it. 


Fill the selection 
with purple on a 


| new layer with a Color 
| Burn blending mode. 


Again, convert both 
josie5.jpg and josieé.jpg 
to bitmaps. This time, 
choose the halftone 
screen method. Use the 
same process to fill the 
halftone bitmap channel 
with red on an 
underlying layer in the 
working file. Deselect. 
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Inverse 


All Layers 
Deselect Layers 
Similar Layers 


Color Range. 


Feather. 
Modify 


Grow 
Similar 


Transform Selection 


Load Selection. 
Save Selection... 


6 Visually align both layers using the Move tool. Draw a ‘sath outline for each figure, then 
generate a selection from the path. Create a new layer and place it beneath the previous 
| two in the Layers palette. Fill the selection on the new layer with yellow and then deactivate 


| the selection. Now sit back and relive those nostalgic B-movie moments! 
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Expert profile: Derek Lea 


With a new Photoshop book just completed, Derek Lea is well-qualified to demonstrate the versatility of the application... 
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You'll find all the files you 
need to complete this 
tutorial in the ‘Filters’ 
folder in Section 4 on the 
CD, or via the interface. 


'y 
2 


Derek Lea 
iS an award- 
winning 
illustrator 
and author. 
In addition to writing and 
illustrating, he teaches 
an illustration course at 
Toronto's International 
Academy of Design. 
Check out the way cool 
‘thug life’ stomach tattoo 
and gold tooth on his site 
www.dereklea.com. 


2.5 hours 
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PHOTOSHOP STREET ART 


Mastering a few unique image conversion techniques is the key to creating urban, gritty, lowbrow art in Photoshop. 


In this tutorial, 


illustrator Derek Lea explains the process, and proves that not all prefab filters are pure evil 


o% In this tutorial you'll take a virtual 
trip to east Los Angeles and gather 
some inspiration for a stunning Photoshop 
lowbrow masterpiece. Low-rider cars, dime 
store religious iconography and gangland 
tattoos provide everything you'll need to 
produce this urban pop-art composition. 

As you work your way through the 
tutorial, you’ll notice many real world 
resources. When a dripping paint effect is 
required, you'll use a photo of exactly that. 
An appropriate paper scan is used to create 


an authentic unbleached parchment | | 


background, and all the primary elements 
are converted drawings or photos. But it’s 
the conversion process used here that gives 
the final image its signature appearance. 

All of the photographic or illustrated 
elements in this composition are converted 
to high contrast black-and-white imagery 
before they’re added. Using the Bitmap 
mode is effective, because when you 
choose the Threshold method a pixel can 
only be either black or white. 

Another method for achieving high 
contrast is to use a couple of native filters 
that reside within Photoshop. The Stamp 
and Photocopy Sketch filters can prove 
very useful when it comes to converting 
colour and greyscale images, and will help 
preserve a little detail where the bitmap 
conversion method will not. 

In addition to Layer Blending Modes, 
you'll also be using Alpha Channels. These 
areas, for storing and creating selections, 
understand black and white all too well. By 
default, white areas are selected and black 
areas are not. Alpha Channels provide 
unparalleled control and flexibility when it 
comes to creating custom selections from 
black-and-white data, as you’ll see. 


| 


Illustration and tutorial by Derek Lea 


i 
| 
www.dereklea.com 
j 
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| layered file throughout the tutorial. Now, 
| open the heart.jpg file and copy it. 


1 To get started, open up the bkd.jpg file 
provided on the CD. This will become 
the image background. Next, open the file 
called redpaint.jpg and drag it into bkd.jpg 
as a new layer. This will act as your working 


Click on the Create 
New Channel button at | 
the bottom of the Channels 


| palette to create an Alpha Channel. Paste 
the copied heart into your new Alpha 


Channel and Ctrl/Command-click the 
channel thumbnail to generate a selection 
from it. Select your Redpaint layer in the 


| Layers palette and click on the Add Layer 


Mask button. 


AIQNL 
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Move the layer to the top of the canvas 
and then open up the ace.jpg file. Copy it 
and then create another new Alpha Channel 
in the working file. Paste the image into the 
Alpha Channel and use Edit>Free 
Transform to rotate, re-size, and position 
it to the right within the new channel. 


pee Bitmap 
Deselect, a sas pixels/inch #) 
and then : Output: 500 | (pixelsfinch jay) SS" 
open the dice.jpg | 
file. Choose Use:(SON Threshold 
Filter>Sketch> 
Photocopy and 


then set the Detail to 7 and the Darkness to 
16. Now click OK to apply the filter. Next, 
choose ImageMode-Bitmap from the 
menu. Use the 50 percent threshold method 
to remove any shades of grey, converting it to 
just black and white. 

> 
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Go to Image> 
Adjustments > 
Invert and then Copy 
the dice bitmap. 
Return to your new 
Alpha Channelin your } 
working file and Paste jie 
the copied dice into it. oe s 
Rotate, scale and aoe, 
position the dice to 
the left of the channel, 
using the CMYK 
composite channel 
as a guide. 


@ OO _[W blue paint.psd @ 33.3% (Layer 1, RGB/S) 


Generate a selection from the new channel and then 
target your Layer Mask in the Layers palette. Fill the 
active selection with black to mask this area within the 


existing Layer Mask. Deselect. Open the bluepaint.jpg file 


and use the Magic Wand tool to select a range of colours 
from the image. 


ADDING AND 
DUPLICATING LAYERS 


You can drag an image 
into an existing 
Photoshop file with the 
Move tool and it will be 
added to the destination 
file as a new layer. If you 
have a source and 
destination file with | 
the exact same pixel 


dimensions, simply hold Hold down the Ctrl/ 
down the Shift key while 
dragging from one open 
file to another, and the 
layer position on the 
canvas will be preserved. 
Duplicate any layer 
simply by dragging it on 
to the Create New Layer 
button at the bottom of 
the Layers palette. 


the selected paint into the 
working file as a new layer. 
Next, re-size and position 


opacity of the layer and 
change the Blending Mode 


another range of blue. 
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Command key and drag 


the new layer using the Free 
Transform tool. Reduce the 


to Luminosity. Return to the 
bluepaint.jpg file and select 


| 


Again, drag the selected blue paint into the 

working file as a new layer. Re-size, reposition, 
reduce the opacity and switch the Blending Mode to 
Luminosity. Repeat this until there are four layers. 
Generate a selection from the contents of these four 
layers and create a layer beneath them. 


Choose a blue colour from the Color Picker and 

fill the active selection with it on the new layer. 
Deselect and open the carjpg file. Drag this file into 
the working file as a new layer and then do the 
same with the jesus.jpg file. 


10 Change the Blending = 


Mode of the Jesus 
layer to Multiply and erase 
any layer content that 
overlaps the car. Open the 
righthand. jpg file and choose ff 
Layer+Duplicate to 
duplicate the background 
layer. Target the bottom 
layer and then choose 
Filter->Sketch>Stamp 
from the menu. Adjust the 
sliders so that there is good balance between 
contrast and detail. 


| 


| 


i 
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1 Click OK to apply the filter and then target the 
top layer that is hiding the effect. Now choose 

Filter->Sketch—>Photocopy. Apply a dark photocopy 

effect and then change the Blending Mode of this 

layer to Multiply. Flatten the layers and drag the 

flattened file into the working file as a new layer. 


1 Reduce the size of the layer, 
rotate, and position it to the 


procedure to convert the lefthand.jpg 
image and drag it into the working file 
as a new layer. 


upper right using the Free Transform an 
tool. Then, using a hard-edged brush FL 
tip with the Eraser tool, erase any cy: 
unwanted areas. Follow this same ue 


1 In the Layers palette, select both Hand layers, 

the Jesus layer and the Car layer. Group the 
selected layers and then change the Blending Mode 
of the group to Multiply. Now that you can see your 
entire composition, select the Magic Wand tool. 
Disable Contiguous and enable Sample All Layers. 
Click on a black area to select it. 
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1 Open the darkred.jpg image and 

select it. Return to your working file 
and, with the current Magic Wand selection 
active, choose EditPaste Into from the 
menu. Use the Move tool to reposition the 
layer within the mask and change the Mode 
to Hard Light. Duplicate the layer and change 
the Mode to Luminosity. 


1 Use the Pen tool to 

make path components, “2 
outlining areas such as the car is[ajou 
windows and the front of his FL) 
gown. Generate a selection ie 


from the path and fill the active «[)- 
selection with brown on a new 
layer. Drag the layer down fs 
beneath the group in the 
Layers palette and reduce the 
layer opacity slightly. 


a A : 
1 Use this same method again to add 

colour for his skin and hair on other 
layers beneath the existing group. Open up 
the sacredheart.jpg file and choose Image 
—>Mode-Bitmap from the menu. Use the 
50 percent threshold method and then 
invert the image, before copying the 
inverted bitmap and creating a new Alpha 
Channel in your working file. 


17 Paste the inverted heart bitmap into 
the Alpha Channel and generate a 
selection from it. Create a new layer in the 
Layers palette and drag it to the top of the 
layer stack. Fill the active selection on the 
new layer with a beige colour sampled from 
the background. Deselect and re-position the 
layer if necessary. 


1 While you still have the beige 
foreground colour specified and the 
top layer targeted, select the Type tool. Now 
add two Type layers, one over each set of 
knuckles. Type the words ‘love’ and ‘hate’ in 
an appropriate font. Adjust the tracking and 
rotation so they fit nicely across the hands. 


1 Open the spraypaint.jpg file. Use the 
Lasso tool to draw a rough selection 
containing some dripping paint and Copy it. 
Create a new Alpha Channel in the working 
file and Paste your copied paint into it. 
Generate a selection from the channel and 
create a new layer in the Layers palette. 


SELECTIONS 
FROM LAYERS 


The contents of layers 
can provide a quick 

and easy resource for 
creating interesting and 
accurate selection 
borders. You can load 

a selection from the 
contents of any layer by 
Ctr'/Command-clicking 
on the appropriate 
layer’s thumbnail in the 
Layers palette. Or you 
can Ctrl/Command+ 
Shift-click on other 
layers’ thumbnails to 
add their contents to an 


we 


Target your new layer in the Layers 


2 


palette and fill the active selection existing selection. 


with a bright orange colour. Deactivate the 
selection and use Free Transform to re-size 
the Paint layer and position it over the hand 
at the left. Drag the new layer below the 
existing group in the Layers palette. 


NO FONTS? 
NO PROBLEM 


You may find that you're 
lacking an appropriate 
font on your system for 
the love and hate knuckle 
tattoos in this illustration. 
If this is the case, worry 
not, because there are 
plenty of appropriate 
fonts out there on the 
web. Simply doa search 
for gothic free fonts like 
we did here, and you'll 
find a plethora of hits 
offering a vast number 

of appropriate fonts 
available for free, but 
strictly personal, use. 


‘ vi 4 >. .\ 

2 Use this method to add a few dripping 
paint clusters on a variety of layers in 

different colours and positions within the 

stack of layers. Use the brushy.jpg file and 

the overspray.jpg file as the basis for Alpha 

Channels to produce similar effects in 

different colours on a variety of layers. 


22 Now use splatters.jpg as the basis for an Alpha Channel based 
selection. Again, fill the selection with various colours on different 
layers. Move them up or down within the palette, and transform and 
reposition the layer contents as necessary. Feel free to duplicate and 
alter any existing layers as well. & 
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PonTeco | 
You'll find all the files you 
need for this tutorial in 
the ‘Board design’ folder 
in Section 4 on the CD, or 
via the interface. 


on 
4 hours 3 
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After ten years 
making pretty 
_. J pictures, UK 
i illustrator 
McFaul now 
captains a “small but 
perfectly formed design 
team into new and exciting 
waters”. When they're not 
building the biggest and 
baddest sandcastles 
around their seaside 
studio, they work for an 
impressive range of clients 
in print, in animation and 
on the wall. Find out more 
at www.mcfauL.net 


oO PROJECTS SKATE DECK ART 


PART 1: Cooking up a rough 
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Start by printing out a template and sketching your deck design... 


We wanted to 

create a theme 
for our new range of 
skate decks, so we 
decided to make alist | 
of words that we felt 
could be illustrated in 
a humorous and 
visually stunning way. 
For this tutorial, we 
want to demonstrate 
the processes used 
to design our 
spaghetti deck. 


216mm 


oe pus 


Before even switching on our Macs we go straight to our pens and paper. We do 
this for every image we create. Although the Mac offers a fast way of working, 
drawing out ideas on paper is much quicker when developing a composition. 
Always sit next to the bin at this point. After a few pieces of paper get launched in 
its direction, we normally come up with something we're happy with. 


Once you're happy 

with your very 
rough sketch, it’s 
time to draw up a 
more advanced 
version. We print out 
a skate deck 
template as a guide 
for our final drawing. 
You can use the 
template on the CD 
or you can create 
your own, as shown 
in the next step. 


~ 
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In order that your skateboard graphic meets with factory requirements, you'll 

need to be aware of the bleed needed, which is much more than the usual 3mm 
bleed used for print. The actual amount, however, depends on the width of the 
skate decks you wish to have made up. The widest we got made in our latest range 
was eight inches, which is fairly wide for a modern street/park deck. For that size of 
board our document is set at 216mm high and 840mm wide, and the graphic needs 
to fill this entire area. This allows roughly 8mm either side on the width and it leaves 
plenty of room on either end too. 


Using your initial rough for reference 

(along with any other run-outs of 
relevant imagery] begin drawing your 
design. You'll find two parts of our 
spaghetti rough drawing on the CD in the 
‘Board design’ folder. Use tracing paper 
overlaid on your template run-out, and 
make sure the spaghetti linage fills the 
area. In this design there is a hierarchy 
of line. The lines that make up the word 
spaghetti are going to be in a heavier 
weight, while the background lines are 
finer. When drawing, try to show this 
contrast because it will help later on. For 
this process, you might find that it helps 
to sketch in pencil first. 


Once you're happy with your pencil drawing, you need to go back over your lines 
with a Fineliner. This takes time, but it’s worth doing well. 


PART 2: Fire up the hob 


Scan your drawing and trace all the line work in Photoshop... 


Now it’s time to power up the 

technology, so get your Mac or PC 
warmed up and put the scanner on the 
boil. Scan in your final drawing. 


—" ~ 


If you've drawn your design at A3 size, 
you'll have to make two scans and join 
them together in Photoshop. 


if B3RE 


Once you've positioned the two halves 
so that you can't see a join, flatten the 
image by choosing the Flatten Image 


| option. Take this opportunity to grab 
| yourself a coffee, because the next stage 
| of the process could take some time... 


Next you need to painstakingly trace 

| the lines of the entire drawing. This 

| needs to be done to create perfectly 

| weighted lines and also so you have the 
flexibility of altering different sets of lines 
| together. Save out a flattened TIFF and 
then open Adobe Illustrator. 
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PART 3: Cooked 
to perfection 


Accuracy and patience make for the 
production of perfect spaghetti... 


Start by tracing the 

heavier lines that 
will make up the word 
spaghetti. We find it 
helpful to open up all 
the useful sub-menu 
palettes when tracing 
drawings, because this 
makes the process a 
little quicker. 
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Create a new layer and call it Heavy Type Lines. Select the Pen 


tool and set the line Weight to 0.1/0.2. Make sure you've got no 
fill selected and begin tracing out all of the heavy lines that make up 


your spaghetti type. 


[vee Seen eer tect Vem wagon re 


Create a new document in Photoshop 
(216mm high and 840mm wide] and 
copy and paste both of your scans into the 
new document. Set one of them to darken 
and adjust the scans so that they fit 

together perfectly. 


Create a new document in Illustrator 
and save it as Spaghetti Trace. Go to 


| File+Place, locate your drawing and place 
| it into your new document. Double-click 


the layer that your placed drawing is on 


| and set the layer to Template with a Dim 
| value of 30 percent. 


traced, select everything on that layer 
and set the line Weight to around 2.5. You 
now need to repeat the previous step, but 
this time tracing all of the finer lines. Do 
this on a new layer named Fine Lines. You 
may find if easier to use the Pencil tool, 
again with the line Weight set to 0.2. 
Using a graphics tablet can be handy 
when tracing all of these tiny lines. 
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TRACING TIPS 


A useful key command 
when tracing is: holding 
Ctrl (PC) or Command 
(Mac) to activate the 
Selection tool while using 
the Pen tool. This allows 
you to select and move 
things quickly when 
tracing. If you incorrectly 
place a point when 
tracing, hold down the 
spacebar for easy 
repositioning — but 

this works only if you 
haven't yet released 

the mouse button. 


> 
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Cooked to perfection 
continued... 


Once you've put 

all your lines in, 
it's likely (especially if 
using a tablet) that 
you'll have to go 
round and tidy up 
areas where some 
lines have crossed 
over. Use the Direct 
Selection tool to 
adjust the position of 
your points. 
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PART 4: Add a drop of sauce 


With the lines completed in Illustrator, 
move to Photoshop to add colour... 


IN 


The first thing you need to do back in Photoshop is make sure you organise your 
layers in the same way as they're arranged in the Illustrator trace. 
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Making sure that you don’t have any particular layer selected, go to 
Select>Select and then go to Image—>Crop. 


After positioning the lines, set the Fine Lines to a Weight of 0.8. Hide the 

Spaghetti Trace layer and, making sure that the Heavy Type Lines layer is 
locked, select all (Select->Select All) on the Fine Lines layer, then press Ctrl/ 
Command+G to group the set of lines. 
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colouring. Select 
each set of lines, 
press Ctrl/Command 
+C or Edit>Copy to 
copy them and 

move them over 

to Photoshop. 
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© CHOOSING COLOURS 


When creating an image 
which is as busy as this, 
it's advisable to choose a 
limited palette and stick 
to using just these few 
colours. This will give the 


image a strong graphic 
element without clutter, 
and help you to achieve a 
bolder and more striking 
final illustration. 


Now that you have all the layers of your deck graphic prepared, you're ready to 
add some colour. Create a new layer, select all and fill it with a bright blue, 
making sure that this layer is at the bottom. Now, one by one, use the Magic Wand 

tool to select the blank areas that are between the spaghetti type layer. Once all 
areas are selected, go to Select>Modify>Expand and enter a value of 2 pixels. 
Press OK and then create a new layer. Fill this layer with a bright yellow and make 
sure it sits behind the Heavy Type Lines layer. Name your new layer Heavy Type 
Lines_Fill. 
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Use the Polygonal Lasso tool on the Fine Lines layer to create a 
selection that goes all the way around the area you need to fill 
with colour. 


Again, create 

a new layer 
and place it 
behind the Fine 
Lines layer. We 
use a pale cream 
colour for the fine 
spaghetti layer. 
For the spaghetti 
sauce we created 
a shape freely in 
Illustrator and 
copy-and-pasted 
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Mode get 8 


If you don't feel 
comfortable drawing straight into Illustrator, you could always doa 
run-out of your design so far and draw in the sauce area. Scan your 
drawing and repeat the tracing process. We choose a zingy red for 
our spaghetti sauce. 


in into Photoshop. 
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Finally, all of our spaghetti lines are coloured using the Color 
Overlay Layer Style option. We colour-picked the same colour 
as the sauce for our spaghetti lines. 


SKATE DECK ART PROJECTS 


The secret ingredients 


We used athirdfoot.co.uk to produce 
our decks. It’s the only UK-based 


factory that presses its own decks. We 
| thought we would enlighten you on the 
| process of producing a ready-to-roll 

| skate deck. First, seven-ply ready-cut 


sheets are sanded and dyed. Next, three 
boards are glued at a time. PVA with a 
catalyst is used, which is imported from 
America. The glue bites into the wood to 
ensure great pop. 


The boards are then pressed three 

boards at a time. The pressure and 
temperature is constantly monitored 
during pressing to maintain consistency. 


The decks are then cured in curing 
stacks, where they are left to stand for 
| three weeks. 


| Find out how your design is transferred onto a skateboard... 


Boards are then drilled and band- 
sawn using a shape template. The 
edges are then routered. 


They are then given a final cure to 
ensure an even moisture level. 


The boards are then sprayed with a 
lacquer. Finally, for our decks, the 

| graphics were applied using a transfer 
process. This involves running the board 
through a transfer machine that passes 
the board between two rollers (one of 
them heated) at certain pressures. 


> 
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PHOTOSHOP & ILLUSTRATOR PROJECT 
PART 6: Grip up 


Fancy a career designing skateboards? Then having some skating skills will definitely come in handy... 


Here's the spaghetti skateboard in action. Once you have your own 
customised skate deck, you'll be ready to hit the park. 


Why not try out a sweet nollie backside flip for 
starters? This will get the adrenaline pumping. 


It seems there 
aren't any rules 

about what can be 
printed on a skate deck 
nowadays, so don't be 
afraid to push your designs 
to the limit. & 


Then for main course take on a huge switch heelflip on a 
mungus steep bank, as demonstrated here on our Worms 
skate deck. 
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VISIT WWW.COMPUTERARTS.CO.UK 


OR CALL +44 (0)870 837 4722 TO ORDER YOUR COPY 
AVAILABLE FROM WH SMITH AND ALL GOOD NEWSAGENTS 
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You'll find all the files you 
need for this tutorial in 
the ‘Sticker art’ folder in 
Section 4 on the CD, or 
via the interface. 
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Derek Lea 
is an award- 
winning 
illustrator and 
fem author living 
and working in Toronto, 
Canada. In addition to 
freelancing, he teaches an 
illustration course at 
Toronto's International 
Academy of Design, likes 
to get his hands dirty, and 
thinks that living ina 
condominium is unnatural. 
Find out more about the 
man and his work at 
www.dereklea.com. 


Illustration and tutorial by Derek Lea 
Ya www.dereklea.com 
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STICKER ART 


Add interest to drab environments by enhancing them with 
characters of your own. Derek Lea brands the streets... 


When you start to view the city around you 

as a canvas, ideas for enhancing it naturally 
begin to flow. There are so many locations that 
could use some added interest — the hardest part 
can often be deciding where to begin. 

Over the years, we have been bombarded with 
signage and adverts in such abundance that we 
barely even notice the environment around us. 
We take the ordinary for granted and exist in a 
world of filtered tunnel vision, not noticing our 
surroundings unless something different catches 
our eye. In this tutorial, we’re going to create a 
number of characters in Photoshop to remedy 
this indifference in passers-by. Perhaps world- 
famous graphic designer Paul Rand didn’t have 
sticker art in mind when he stated, “The problem 
of the artist is to defamiliarise the ordinary”, but 
that is exactly what we’re aiming to do here. 

The medium of the urban artist can be many 
things. Alongside stickering, there is the ever- 
popular spray can, as well as the trusty old 
permanent marker. And while the latter two have 
their benefits, stickering allows us to achieve 
much more in terms of detail. Creating elaborate 


pieces with spray paint or markers requires a 
certain time commitment, and for obvious 
reasons you don’t necessarily want to spend a lot 
of time in a single location. Stickering is quite 
different — simply peel, stick, and go. 

In this tutorial, I’ll show you how to create a 
number of different characters in Photoshop. 
Starting with scanned drawings, ours or your 
own, we’ll explain how to create a sharp outline 
and then fill in colours on a number of layers. 
Keeping the image components separated into 
layers means we can perform numerous colour 
alterations, allowing us to create a variety of 
versions in different hues. 

The Photoshop art is then strategically 
positioned on the page to use all of the space 
effectively and is then printed out on full sheets 
of sticker paper. Once they’re printed, you 
simply have to cut them out and hit the streets. 
If it’s a reputation you're after, do a substantial 
amount of stickering in a single area. Sticker the 
same location with similar characters every so 
often and, before long, people will recognise 
and talk about your mysterious art. > 
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PHOTOSHOP PROJECT 
PART 1: Create outlines 


Sketch, scan and trace your art to generate sharp black outlines... 


ILLUSTRATOR 


This tutorial involves 
meticulous path creation 
in Photoshop, but 
Illustrator can also be 
used. Once your scanned 
sketches are in 
Illustrator, Live Trace 
enables you to 
automatically create 
paths, which can then be 
pasted into Photoshop. 
Once in Photoshop, you 
can generate selections 
from the pasted paths 
using the same methods 
discussed here. 
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The first step to 

creating interesting 
stickers is to design the 
characters themselves. So 
begins the process of 
scribbling down initial 
ideas. We refine our 
favourites and then scan 
them in. Shown here are 
the sketch files included in 
the ‘Sticker art’ folder on 
the CD. Feel free to use 
these illustrations to follow 
this tutorial or draw some 
of your own to get your 
street identity started. 


Choose a sketch - it 

doesn’t matter which 
one, because the process 
will be the same for each 
character - and open it in 
Photoshop. Once you've 


| opened a file, create a new 


layer on top of the 
background layer and fill it 
with white. Reduce the 
Opacity of the layer so the 
sketch is dimly visible. 


Select the Pen tool 
from the toolbox. In the 


"| tool options bar along the 


top of the screen, ensure 
that the ‘Add to path area’ 
option is enabled. Zoom in 
closer and use the Pen tool 
to begin to trace the 
outside of the entire 
character, clicking and 
dragging to create smooth 
Bézier curves, and refining 
the shape as you go. 


@ Photoshop 
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Close this path component by going all the way 

around the character and then clicking on the 
original starting point. This will eventually provide 
the outer edge of your selection. Now, hold down the 
Ctrl/Command key and click off the path component 
so that it’s no longer targeted. 
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Next, remove areas from the eventual selection 

by clicking the ‘Subtract from path area’ option 
in the tool options bar. With this option enabled, 
begin to trace one of the white inner shapes of the 
character. Close this path component when finished 
and begin to trace another white shape area. 


Use this method to trace all of the white areas 

within the initial black outline. Don’t worry about 
areas within areas just yet. When finished, Ctrl/ 
Command-click your path in the Paths palette to 
generate a selection from it. Create a new layer. On 
that layer, fill the active selection with black. 


ae see | PART 2: Add colour 


The next step is to add colour to areas surrounded by black... 
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| —— : _f ae Set the Opacity of the white layer to 100 Choose Select->Modify>Expand. By 
7 Deactivate the selection (Ctrl/Command+D) and, again, choose the percent so that the background sketch is expanding the selection, you'll eliminate 
‘Add path to area’ Pen tool option in the tool options bar. Now trace entirely hidden. Create a new layer beneath any white halo effects between black 
the outer areas of black-outlined shapes within the creature. These path the black outline layer in the Layers palette. outlines and colour that may occur when 
components will create a new path in the Paths palette. Ensure that this layer is unlocked and that all | you fill your target areas. Expand by 1 or 2 
other layers are locked to prevent mistakes. pixels and ensure that your expanded 


ee selection does not extend beyond the 
STON in mS | edge of your black outlines. 


a At? f a Target the black outline layer temporarily 
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& Ctrl/Command-click anywhere on the canvas while using the Pen in the Layers palette and select the Magic Click on the foreground colour swatch 
tool to ensure that no path components are targeted. Then, select the | Wand tool from the toolbox. Ensure that the in the toolbox to access the colour 
‘Subtract from path area’ option. With the subtract option enabled, go | Anti-alias and Contiguous options in the tool picker. Select a colour to use as your fill 
ahead and draw closed shapes within the existing path components options bar are enabled. With the Tolerance colour from within the picker. Once you've 
anywhere that you wish to punch a hole. set to its default setting of 32, click in an area chosen a colour, fill the contents of the 
surrounded by black outlines. active selection with the new foreground 


——— ——_ : : = colour on the unlocked layer by typing Alt/ 
De oe ? wy —s : = 3 Option-Delete. 


Step Backward 
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Paste into 
Clear 
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Free Transform 
Transform 


Purge 


Adobe POF Presets. 
Preset Manager... 


Se wack a ~~ See Deactivate the currently active selection, 


Assign Profile... 


Convert to Profle. : This new selection will define an area to and use this same method to select 
tie Pee ae : <4 be filled with a single solid colour. Now, other areas contained within the black 
Generate a selection from the path. Return to the layer that has your hold down the Shift key and click with the outlines. Choose new colours from the 
existing black outlines on it and fill the active selection with black on Magic Wand in other areas surrounded by picker to suit your newly selected areas and 
the new layer. Use this same method again and again to create black outlines that you'd like to be the same fill these areas on the unlocked colour layer. 
compound-path based selections and fill them with black until you're colour as the previously selected area. Target Deactivate any active selections. > 
happy with the outline. ! your new, unlocked layer. 
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PHOTOSHOP PROJECT 


PART 3: Add shading 


Define coloured areas with the Pen tool, adding highlights and shadows... 
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Each character you create will require some 

highlights and shadows to give it a sense of depth. 
You will also need to define areas of colour that aren't 
surrounded by black outlines. For instance, here we want 
to create red veins in the eye. The Magic Wand isn’t suited 
to this particular task. 


Select the Pen tool and use it to draw a series of 

closed path components that will represent the shape 
of the veins within the eye. Create smooth Bézier curves 
by clicking and dragging as you draw and close each path 
component by returning to each original path component's 
starting point. 
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Generate a selection from the path by holding down 
the Ctrl/Command key and clicking on your path 
thumbnail in the Paths palette. With the selection active, 

return to the Layers palette and create a new layer that 
lies beneath the black outline layer. Fill the selection with 
red on the new layer. 
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Use this method to define areas of shadow too. 

For the tentacles, draw path components 
around the outer sections within the green, then 
generate selections from the paths and fill them 
with a darker green colour, adding depth to the 
forms you define. Use this method for all areas of 
solid colour that require shading. 
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For highlight areas, draw closed path 

components over the desired areas with the 
Pen tool. Next, after generating a selection from 
your path, choose the Gradient tool. In the tool 
options bar choose the ‘foreground to transparent’ 
gradient preset from the picker, and select the 
radial gradient option. 


PART 4: Colour 
alterations 


Use Adjustment Layers to create 
duplicate characters in various 
colour schemes... 


Once you've created all of your characters, go 

ahead and save them as separate layered files. 
We've separated our black line art, colour fills and 
shading on separate layers, so these files lend 
themselves nicely to alterations. Target the layer 
directly beneath your black outline layer and create 
a new Hue/Saturation Adjustment Layer. 
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Now, click and drag within the selected areas 

to create gradient highlights. Choose colours 
from the picker that are significantly lighter than 
the underlying fill colours. Use this method to 
create highlights anywhere on your characters. 
It's a good idea to create all of your gradients ona 
separate layer. 
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Significantly alter the Hue (here, it's set to -42] 

and you'll immediately see the benefits of this 
adjustment. The colour changes throughout the 
design, except that of the black outlines because the 
black layer resides above the Adjustment Layer and 


| remains unaffected. Click OK and then save this file 


as a copy so you don't overwrite the original. 
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Method: C)Kelative @ Absolute 


Experiment with different Hue/Saturation 
adjustments. When you hit upon an adjustment 
you like, save the file as a copy. The idea here is to 
end up with a variety of different colour variations 
that you can print out and choose from. And if you 
want to alter a Hue/Saturation adjustment, simply 
double-click on the layer. 


MANUAL COLOUR 


If you can only print in 
black-and-white, why 
not add colour to your 
stickers manually? Print 
your stickers after you've 
created the black 
outlines and use a variety 
of different coloured 
permanent markers to 
fill them in. The results 
will vary depending on 
your printer and paper. 
Do a test first to see if 
the markers are causing 
the printed outlines to 
bleed or run. 


In addition to the 

Hue/Saturation 
Adjustment Layer, you 
should also try using 
the Selective Colour 
Adjustment Layer to 
alter individual colour 
components. The 
result is changes that 
are more specific than 
those achieved via a 
Hue/Saturation 
adjustment. Start by 
creating a Selective 
Colour layer beneath 
the black outline layer. 
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Method: © Relative @ Absolute 


Change the blue within this character by 

altering the amounts of colour within the 
image’s cyan component, removing magenta, then 
adding yellow and cyan. The effect is then made 
more drastic by performing similar adjustments to 
the neutral colour component of this layer, 
resulting in a greener look. 
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Method: © Relative @ Absolute 


The eye, which was mainly yellow, was most 
affected by altering the yellow colour component, 
whereas the purple spots were affected by altering 
the magenta colour component. Again, save the 
layered character as a copy so that you have more 
than one combination to choose from later. 


PART 5: Print 
preparation 


Size and positioning are important 
things to consider when printing... 
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Now, create a new oa pe ees Se par 


file that is the same 


size as your sticker By 
paper. Depending upon 7 
which printer you're De 
using, you may lose a bit "| 


of your image around 
the edges. Consult your 
print specs and create 
some guides in 
Photoshop to define 
the print area. 
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Open up one of your character files. Flatten the image 

and then copy it. Return to your new file that matches 
your sticker paper size and paste the character in as a 
new layer. The pasted size will be your printed size of 
sticker. Use Edit>Free Transform to resize or rotate the 
layer as required. 
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Paste different characters onto the same sheet and 
alter the sizes to fit. You really are limited only by the 
amount of paper you have. So have some fun filling up the 
sheet with duplicated characters of varying sizes. That 
way you'll have more options where you're out there 
stickering on the street. + 
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PART 6: Print and stick 
And finally, print the stickers, cut them out, and get to work... 
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When you've finished 

preparing all your 
character files, the next 
step is to print them out, 
one at a time. Depending 
upon the paper and 
printer you're using, you 
may not be able to use a 
paper tray. If that’s the 
case, you'll have to 
manually feed the sticker 
paper into it. 


Certain areas lend themselves nicely to more than a single 

sticker. By carefully positioning stickers that were created to act 
together, you can create a single piece of art from the various bits 
and pieces. This cluster of stickers acts as a sort of mini-installation 
on the side of this paper box. 
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Once you've printed your characters on sticker paper, the 

next step is to cut them out. You'll need to use a nice sharp 
scalpel here so you can cut around curves with ease. Ensure 
that you don’t stray outside the black outlines or you'll get white au come 


edges on your stickers. Don't be afraid to add stickers to backgrounds that are colour 
compatible with your character designs. As you can see here, 

the blues and yellows within this transit shelter map are the perfect 

complement to the blues, purples, and yellow-greens within this 

group of sticker designs. Remember, the entire city is a canvas, 

so be creative with your stickering. 
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After you've cut out all your stickers, gather them up and hit the 


a 


streets. There are so many uninteresting places that could So whether it’s on the side of a trash can, on a post box, or 
benefit from some livening up that you can be really creative with decorating a parking machine, your characters can add some 
your applications. Here, you can see how single sticker applications life to otherwise drab locations. And if you cover a lot of things within 
add life to stale urban fixtures like bus stop signs, parking machines, a certain area, people are bound to recognise your art, giving you an 
and even rubbish bins. identity within the region. 
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How you C 
world of video.game art 


The ultimate magazine for digital artists — 
Issue 19 on sale NOW! 


ey 
You'll find all the files you 
need to complete this 
tutorial in the ‘T-shirt’ 
folder in Section 4 on the 
CD, or via the interface. 
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Derek Lea 

is an award- 
winning 
illustrator 
and author 
based in Toronto, Canada. 
Look out for his new book 
on creative Photoshop 
techniques, published 

by Focal Press, out soon. 
To find out more go to 
www.dereklea.com. 


x 


RETRO T-SHIRT PROJECTS i) 


S PHOTOSHOP & ILLUSTRATOR PROIECT 
DIY VINTAGE T-SHIRTS 


It's easy to create authentic collegiate T-shirt designs using Illustrator, Photoshop and a good old-fashioned iron. 
In this tutorial, illustrator Derek Lea reveals how combining both applications can create stunning results 


> Trends go around in circles. Old 
becomes new, new soon becomes 
old, and illustration, design and fashion are 
often at the mercy of the latest trend. 

The world of T-shirt design has recently 
been swinging around to the old in terms 
of looks and execution. Manufacturers are 
printing on thinner, softer cotton so that the 
shirts look like old vintage T-shirts that 
have been washed a thousand times over 
the years. The designs that are being printed 
are not only traditional and retro in terms of 
design, but they are also given an aged and 
distressed look as part of the execution. 

In this tutorial I’ll show you how to 
create your very own traditional American 
collegiate T-shirt design. And if you’re a 
more ambitious artist, I’ll even explain how 
to transfer your artwork onto a T-shirt. The 
bulk of the art is created in Illustrator, but 
as with any successful design, an imported 
sketch proves to be a very helpful template 
to work from. 

Once the Illustrator work is complete, 
your design will be pasted into Photoshop, 
where you'll learn a thing or two about 
Alpha Channels and masks. These two 
functions, combined with a scan of genuine 
scratched paper, will have you producing a 
useful effect that will scratch and distress 
your art until it looks as if it has been worn 
a few too many times. 

When your Photoshop work is complete, 
you'll simply print out your artwork onto 
paper made especially for T-shirt transfers. 
After that, the process of transferring your 
work from paper to fabric is as simple as 
purchasing a blank T-shirt, getting out the 
ironing board and heating up the iron. 


Tutorial and illustration by Derek Lea 
www.dereklea.com 
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To start, 

launch 
Illustrator and 
create a new 
document with 
an art board that 
matches the size 
of your transfer 
paper. In this case 
I've used US 
Letter size. 
Choose File> 
Place and place 
the sketch.jpg file 
from the CD into 
your new 
Illustrator file. 
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Y Preview 


Re-size the placed image by dragging 

the bounding box handle while holding 
down the Shift key. Next, double-click the 
layer in the Layers palette. In the Layer 
Options box, enable the Template option. 
Change the Dimming setting to 30 percent to 
reduce the visibility of the sketch. Click OK. 
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Lock the new Template layer in the Layers 

palette and create a new layer on top of the 
existing one. Select the Type tool and click to 
add a text insertion point on the new layer. Type 
the word ‘Pirates’ in an appropriate font. Adjust 
the bounding box to re-size the text. 


With the text 

selected, create 
a new brown fill 
colour from the 
available sliders in 
the Color palette, 
filling the text with brown. Keep the text 
selected and then choose Effect>Warp > Arc 
Lower from the menu. Enable the Horizontal 
option and adjust the Bend slider to -52 

> 


percent. Adjust the Vertical Distortion 
to -8 percent and click OK. 
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Bend: 


Horizontal: 


To get just 
the right look, 
you'll need to add 
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more than one 
Warp effect to the 


text. From the same menu, choose the Arc Upper option, 


enable the Horizontal option 


and set the Bend to 12 


percent. Now adjust the Vertical Distortion to 16 percent. 
The settings will vary depending on which font you choose. 


SMART OBJECTS 


When pasting copied 

art from Illustrator into 
Photoshop, you're 
presented with a number 
of options. In this tutorial 
we've chosen to use a 
Smart Object. This is a 
way to embed one file 
within another. When you 
edit the source content 
of a Smart Object, all 
instances within the file 
are automatically 
updated. If you double- 
click the Smart Object 
thumbnail in the Layers 
palette, your Illustrator 
file will open, allowing 
you to edit the source. 
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Click OK, then choose 

Object>Expand 
Appearance to convert the 
text into a group of objects. 
Using Alt/Option, drag it 
upwards to copy and move it. 
Click on the Swap button in 
the toolbox to swap the fill 
and stroke so the duplicated 
object group has a brown 
stroke and transparent fill. 
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In the Align palette, click on the Horizontal Align 
Centre button and then click on the Vertical Align 

Centre button so that the objects are placed directly 

on top of each other. Reposition them if required and 

then select only the top object group. Change the 

stroke colour to a very light yellow. 
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Align the stroke to the inside by clicking the 
appropriate button in the Stroke palette. This 
will make the text look as if it has two strokes around 
it. Target the fill in the toolbox and click the Gradient 

button to fill the object with the default gradient. 
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11 Ensure that the gradient is set to Linear in the 
Gradient palette, then select the Gradient tool 
in the toolbox. Click-and-drag upwards to change the 
orientation of the gradient within each selected 
object. Edit stroke thickness and colour if required. 
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1 Lock your layer and create a new one on top 

of it. With the new layer targeted, select the 
Pen tool from the toolbox. Choose View Outline to 
switch your viewing mode. Notice that even in Outline 
mode your Template layer still displays properly. 
Begin to trace the outer edge of the sketch. 
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Continue to carefully trace the outer edge 
until you have made your way around the 
entire area. Click on your original starting point to 
close the shape. Now give the shape a brown fill and 
no stroke. You can sample this brown from the 
original text shape with the Eyedropper tool. 


LILACS : 1 Alter your workspace to view both the 1 
In the Strokes palette, increase the Stroke Weight to 4pt Gradient and Color palettes at the same time. 

and click on the Align To Outside button. Select the Butt | Click a gradient slider in the Gradient palette and 
Cap and Round join options in the Strokes palette. Now, then choose a different colour in the Color palette. 
Option-drag the duplicated text object to duplicate it again. Do this for each slider to change the colour of the 
Select it, along with the previous duplicate. gradient from black and white to blue and yellow. 
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1 at your image in colour. Now switch | 
back to Outline viewing mode and trace one 
of the interior sections of the skull. Carefully 
follow the contour of the shape using the 
sketch as your guide and be sure to close the 
shape when finished. | 


1 Choose a very light yellow fill colour 
and then use the Pen tool to draw the 
other closed shapes for the rest of the skull, 
including the teeth. Switch back to Preview 
mode and notice how all your light-coloured 
shapes look to be outlined in brown thanks 
to the colour of the larger, underlying shape. 


uy / Use this method of tracing shapes in 


Outline view and then fill them with 
colour to create the other main shapes. Create 
the scarf on his head, the eye patch, the sword 
and important details, including those on the 
flag. Check out the Preview view once finished. 
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1 ' Now you can draw some areas on the 
headscarf to indicate a few highlighted 


| areas. Fill them with a lighter colour than that 
of the underlying shape. Use this technique to 


create some highlight shapes on the skull as 
well as the sword. Unlock the underlying layer 


| and choose SelectAll from the menu. 


1 Go back to Outline viewing mode 

and now trace all of the details, such 
as the eye socket, nose and dark outlines, as 
separate objects. Fill these new shapes with 
dark brown so that they stand out against 
the lighter areas of bone detail. Trace the 
skull on the flag and fill it with light yellow. 


19 Launch Photoshop and create a new 
document that's the same size as your 
Illustrator art board and Paste. Choose the 
Smart Object option when prompted. Now 


| open up the scratches. jpg file from the CD and 
| copy it. Return to your other Photoshop file 
| and create a new Alpha Channel within it. 
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2 Paste the copied scratches into your 
channel and create a selection from 
it. Create a selection from the new channel 
by Ctr’/Command-clicking the channel 
thumbnail. Create a new layer in the Layers 
palette and fill the active selection with white 
on the new layer. Now choose File->Print. 


21 Depending on 

the printer you're 
using, you may need to 
manually feed your paper 
into it. If that is the case, 
be certain to adjust your 
print settings accordingly 
and then feed the paper 
into the printer when 
required. Be very careful 
not to cause a paper jam. 
Collect your printout 
when it’s complete. 
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TEMPLATE LAYERS 


Template layers are 
excellent when it comes 
to tracing placed images 
in Illustrator. The main 
advantage, in addition to 
being able to reduce the 
opacity, is that the placed 
art on a template layer 
remains visible in both 
Preview and Outline 
viewing modes. This 
makes it easy to change 
modes on the fly while 
you work. You could use 
a placed image ona 
normal layer, reducing 
the transparency in 

the Transparency 
palette, but if you do 
this you'll see only the 
image bounding box in 
Outline mode. 


2 


Finally, you'll need to carefully follow the instructions for ironing 
the transfer on to your T-shirt. Each paper transfer manufacturer 
will have specific instructions. When you're finished, peel back the 
protective layer and check it out. 
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You'll find all the files 
you need for this tutorial 
in the ‘Distressed’ folder 
on the CD, including the 
MachineWash filters. 


45 minutes 


Derek Lea 
Me isan award- 

© winning 
illustrator, 
artist and 
author based in Toronto, 
Canada. His work includes 
disciplines as varied as 
traditional illustration, 
photography, 3D 
modelling, Photoshop 
work and vector art. To 
view more of his work, 
visit www.dereklea.com 


MACHINE-WASHED PROJECTS ff 


Machine Wash, the flexible filter set included on the CD, makes aging your images quick and easy. 
Derek Lea reveals exactly how creating a distressed effect can give your retro images an authentic look 


Mister Retro’s unique Machine Wash 

filter set provides a plethora of 
distressed effects. We’ve included five 
filters on the CD and we’ll use them here 
to add a rough appearance to this retro 
illustration. In the past, more often than not, 
filters have created prefab effects with a 
signature appearance. No serious artist 
wants an effect that looks like everyone 
else’s. After all, today’s digital artist has 
come to expect flexibility and control from 
all of their digital tools. Like a breath of 
fresh air, the Machine Wash filter set 
delivers just that. 

So the moral of the story is don’t let the 
word filter cloud your judgment. Mister 
Retro has delivered a powerful set of 
Photoshop actions which produce results 
that are editable during application as well 
as afterwards. The Machine Wash filters 
actually reside within the Actions palette 
and offer two options — Regular Cycle or 
Heavy Cycle. Each option enables you to 
access each of the filters, but only one 
offers rust. While both cycles create a layer 
mask that hides areas of your layer, the 
Heavy Cycle creates a layer of rust under 
your affected layer and lets it show through 
in the resulting distressed areas. 

When you play one of the actions, 
Machine Wash starts to mask your active 
layer before running through a series of 
steps and pausing to allow you to decide 
upon the size, rotation, shape and coverage 
of your effect. You’re then presented with a 
free-transform bounding box, which clearly 
displays the effect. Just edit it like any 
ordinary transformation, press Enter and 
the effect will resume. You can then mask 
your layer accordingly. Feel free to use the 
layered Photoshop file provided on the CD 
to create the desired effect. 


Illustration and tutorial by Derek Lea 
www.dereklea.com 


Once you have 

installed the filters | 
from the CD, take a 
look at your Actions 
palette and the filters 
should be waiting for 
you there. Open up the 
layered tutorial file on 
the CD and select the 
Metal layer in the 
Layers palette. Back in 
the Actions palette, 
expand the Machine 
Wash set to show the 
two available Cycles. 


for now. Click on the Heavy Cycle option 
and then click on the Play Selection button 
at the bottom of the Actions palette. Once 
the Place window opens, navigate to the 
Machine Wash folder called Filters. Click on 


MW_Scoured.pdf and click the Place button. 


Disable the visibility of the other layers 


¥ MW.Corkboard.pdf 
pat 


% MW_Whiplash, pdf 
% MW.Wrench.pat 


A black-and-white image surrounded by 

a bounding box will appear on the screen. 
Click on one of the box’s corner handles and 
drag it outwards. Hold down Alt/Option+Shift 
while increasing the size and the image will 
scale proportionately from a central point. 
Press Enter to apply the transformation. 


by 


The action will continue and, when it 
finishes, a dialog box appears stating 
that it’s complete. Stop the Action playback. 
Your layer will be masked by the greyscale 
image you've just transformed and there'll be 
a layer underneath called Rust. The rust 
below shows through your masked areas. > 
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VIEWING TRANSFORM 
It’s a good idea to think 
about your viewing mode 
before you begin working 
with the Machine Wash 
filters in earnest. You 
may wish to extend the 
bounding box beyond 
your canvas area and you 
cannot toggle between 
different viewing modes 
when the transformation 
box containing the 
greyscale image 
appears. We recommend 
working in Full Screen 
mode or Full Screen 
Mode With Menu Bar 
before you play any 
Machine Wash action. 


(4 | El yw (3 Machine_Wash.atn 


Actions > ° 


> Regular Cycle 


f Heavy Cycle 
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| Cream layer. In the Actions palette, select 


Enable the visibility of the next layer, 

called Blue. Now select and enable the 
visibility of the Lines layer lying directly 
above it. This time, click on the Regular 
Cycle option in the Actions palette and play 
it. Navigate to the Filters folder again if 
necessary. Select the Oxidation option. 


Click the Place button. When the 
bounding box appears, perform a 
uniform scale operation out from the 


| centre, press Enter when you're finished to 
| apply the transformation, and watch the 


action continue until your layer is masked. 


| Because you selected the Regular Cycle, no 


rust layer will be created. 


Hold down the Ctrl/Command key and 
click on the New Layer Mask icon to 


| generate a selection from its contents. With 
| the selection active, select the Metal layer in 
| the Layers palette. Now choose Layer> 


New->Layer Via Copy from the menu and 
drag this new layer up above the Lines layer. 
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Reduce the Layer Opacity to 49 percent 
and then select and make visible the 


| and play the Regular Cycle action. Now 
| navigate to the Filters folder and choose the 


Corkboard option from the list presented. 


| Click the Place button and then adjust the 
| size to cover the layer contents. 


Ruby layer again and make it visible. 
Again, choose the Regular Cycle action 
from within the Actions palette and play it. 
=| | Navigate to the Filters folder and choose the 
| Roadwear option this time around. Click the 
| Place button and wait for the Transformation 
bounding box to appear. 


1 Select the Gradient tool, specify the 
Foreground to Transparent preset 
and the Radial option. Set the opacity to 50 
| percent. Use a black foreground colour and 
create gradients within the mask to gently 
| fade the layer contents in the areas where 

| the two figures overlap the ruby red area. 


| again choose the Roadwear option from 
| inside the Filters folder. Once the image 


appears in the bounding box, you can simply 
press Enter, because it already covers the 


; | area sufficiently. Once the Action has 
| finished doing its stuff, press Stop. 


| 1 You don’t need to resize the box this 


time. Instead, simply drag the effect 
downwards to cover the layer contents and 


| then press Enter to apply the transformation 


and complete the action, masking the layer. 
Select your new layer mask in the Layers 
palette. Keep the mask selected and make 
visible the Outlines layer. 


1 Select and make visible the Skin layer 


and run the Regular Cycle action 
again. This time, from the list in the Filters 


| folder, choose the Scoured option and press 
| Place. When the greyscale image appears in 
| the bounding box, first reduce it and then 


rotate it by about 45 degrees. Press Enter 
when you're satisfied with the positioning. 
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© EDITING EFFECTS 


One thing that makes the 
Machine Wash filters 
appealing is that they 
create Layer Masks and 
do not directly alter your 
layer contents. The 
effects can be enhanced 
or reduced simply by 


1 By now this repetitive process should 1 Make visible the Green layer and 
be second nature. It really is the 

same thing over and over again, done a 

little differently or with a different filter each 

time you apply it. Make visible the Details 

layer and select it. Choose the Regular 


Cycle action and hit Play. 


Regular Cycle action again, but this time 
select the Paper Jam option from the Filter 
folder. This time, when the Transformation 
bounding box appears, reduce its size and 
rotate it a little before pressing Enter. 


select it in the Layers palette. Run the 


Adobe Photoshop 


Machine Wash Complete 
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1 Select the Corkboard option from 


within the Filters folder. When the 1 Allow the action to complete and 


grey image and bounding box appear, 
simply press Enter - the default size and 
positioning are fine as they are. Allow the 
action to run its course and press the Stop 
button as soon as it’s finished. 


select the Outlines layer in the Layers 

palette. There’s no need to enable the 

visibility this time around, because the 
layer should already be visible. 


then press the Stop button. Next, 


Now select the Box teger snd enable its visibility within the Layers palette. Select the 
Regular Cycle action in the Actions palette and play it. This time around, though, choose 


the Oxidation option from the Filters folder. Again, just press Enter when the bounding box 
appears - its size and position are fine as they stand. 


selecting the Layer Mask 
that Machine Wash 
created and performing 
a tonal adjustment. Tools 
such as Curves, Levels, 
and Brightness/Contrast 
will enable you to edit 
the greyscale data in 
your masks. Increasing 
or decreasing the dark 
areas and amount of 
contrast in your Layer 
Masks will enhance or 
reduce the filter effect. 


1 With the Outlines layer selected, 
choose the Regular Cycle action 
from the Actions palette and play it. Now 
choose Scoured from the list of options in 
the Filters folder. When the bounding box 
appears this time, don’t worry about the 
Alt/Option and Shift keys. Scale it 
unconstrained so that it distorts a little. 


nit Adobe Photoshop 


a rae mask to layer before removing? 
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¢ Discard _ ) € Cancel 


P Press Enter and allow the action 

to finish. When the Layer Mask 
appears, drag it to the Trashcan icon in the 
Layers palette to delete it. A dialog box will 
appear, asking if you wish to apply the mask 
before deleting it. Click on the Apply button. 


2 When your Layer Mask is applied, 
duplicate the layer by dragging it onto 
the Create a New Layer button at the bottom 
of the Layers palette. With the duplicate 
layer selected, play the Regular Cycle action 
again. Select the Paper Jam option from the 
list in the Filters folder. 


2 The default positioning and size will 
cover the contents of this layer, so 
all you need to do is press Enter. Let the 
Action complete and press the Stop button 
when prompted. Once you're finished, 
enable the visibility of the three remaining 
layers and your image is complete. @ 
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®@)) Create distressed, tactile, underground poster art effects. All you need is y 
nies : access to a good old-fashioned photocopier, some Photoshop know-how, , 
You'll find all the files you Bae: ? 
need for this tutorialin  @nd a willingness to experiment... 
the ‘Low-fi art’ folder in 
Section 4 on the CD, or Every city has a club district,a focus _ a collage of photocopied elements, put 
via the interface. of the local underground music scene. together quickly and on the cheap. This 
Epi ta) How can you spot it? Look around at the style of artwork is the antithesis of what 
bel cael tha) ) : ; 
hand-made posters and photocopied gig Photoshop has come to represent. 
2-3 hours > 
flyers that are plastered everywhere. You’ll Photoshop, to many, represents 
2 5) find them on newspaper boxes, walls and perfection — but let’s not forget the beauty - 
Derek Lea doorways, even lampposts. These urban of imperfection. Certain rough regions of 
is an award- fixtures have become a familiar and often imagery can be incorporated into digital 
winning overlooked part of the urban decor in the imagery quite easily, but they have to come ‘ 


illustrator and — same way that graffiti has. from a source that is less than state-of-the- 
ae aie Look closely and you’ll notice that most —_ art. The common photocopier is an 
Ganadainaddifionte flyers and posters have some common essential tool for producing traditional gig 
freelancing, he teaches an _ Visual traits. Generally, they have poor poster effects in Photoshop. We'll show 
illustration course at registration, use only a couple of colours, | you how Photoshop and ‘photocopier’ can 
Toronto's International or in many instances are simply work together to simulate this wonderfully 
Academy of Design, likes photocopied. Even the artwork is often evocative and familiar low-fieffect. = 
to get his hands dirty, and 
thinks that living ina 
condominium is unnatural. ¢ 
se reper Illustration and tutorial by Derek Lea Fe na’ - 
www.dereklea.com. —r ie sens Ft Z Siena 
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PART 1: Preparation PART 2: 


Prepare your photograph and other poster elements to be printed in greyscale... Photocopying 
Once you've printed 

everything out, it's time to 
_| employ the photocopier... 


Open the 

neinphoto.jpg file 
from the CD. Also, 
create a new file the 
size of your standard 
printer paper. Use 
greyscale mode and 
a white background. 
Select the Polygonal 
Lasso tool and draw 
a rough selection 
around one of the 
band members in 


: 
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sonic unyon presents 
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Open the neinlogo.jpg file and print it S 
out at a small size in black-and-white. 
Create another greyscale image file at the 
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the photo. size of your printed page - again, use a - 
white background. Use the Type tool to type Print the starburst file, then open the 
some of the text to be used on the poster. computers.tif greyscale image from 


the CD. Print the computers.tif image too. 
Once everything is printed, gather up the 
printouts and seek out a photocopier. Try to 


a Py T ti i steer clear of companies that specialise in 
N KE I] LI \ photocopying services. 

: sonic unyon pr 

presents 


[inane ave Sener —View Window Fly 


Hold down the 

CtrU/Command 
key, click within the 
selection area and 
drag the band 
member to your 
greyscale image file. 
One by one, select 
each band member 
and drag him into the 
greyscale file. Resize 
or rotate them to fit 
within the page. 


—_——— sonic unyon presents 


HE NEIN LIVE 


Here, we used Stencil and American 

Typewriter as the fonts for the poster, 
but feel free to choose your own. Type in 
different shades of grey and even try 


typing white text against grey and black Look for a local corner shop with 
backgrounds on underlying layers. Print a photocopier that hasn't been 


THE NEIN 


We thought this band 
was the ideal subject 
to display an anti- 


the page when finished. 


maintained and hardly works. This will 
give you the rough results you're after. We 
managed to find this old photocopier in the 
back of a convenience store in downtown 
Toronto. It was perfect for our purposes. 


technology technique. 
The Nein hails from the 
USA and its new album, 
Wrath of Circuits, has 
an inherent fear of 
technology about it. The 
band is signed to Sonic 
Unyon Records in 
Canada. If you'd like to 
hear the current album, 
you can check out the 
steaming audio at www. 
sonicunyon.com 
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ach printout at least once. 
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In another new greyscale file, use the Photocopy e 


Choose ImageAdjustments> Shape tool to draw a starburst from the Then try copying the copy to further 

Brightness/Contrast from the menu. custom shape menu, and choose a black deteriorate the imagery. Take some of your 
Increase the brightness and contrast so fill. Then choose the Rectangular Marquee copies and crumple them up. Flatten them 
that the image details are prominent but tool. Draw a square and fill it with black. out and photocopy them again. This creates 
there’s less of a greyscale range within the Then draw another square and use the Edit a very distressed image, from not only the 
image. Print it out when finished. menu to add a black stroke inside it. copied areas but the shadows too. 
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Photocopying continued... 


When you've 

photocopied 
everything, crumpled 
up the photocopies 
and then photocopied 
all of your photocopies, 
gather up all the pages 
and head back home. 
Chances are you'll 
have more than you 
can use, so lay them 
all out on the floor 
and pick out the best 
of the bunch. 


Once you've picked out your favourites, scan the 


greyscale mode. Use a resolution high enough so that you don't 
have to increase the size of the scans too much within the poster 
composition. Keep all your scanned image files open within Photoshop. 


© DRAG FROM 
FILE TO FILE 


When you want to bring 
selected scanned 
elements into the 
working file, you could 
copy them and then 
paste them. However, 
dragging is a much 
quicker method for 
getting selected 
elements into your 
working file. When you 
have selected something, 
hold down the Ctrl/ 
Command key, click 
inside the selection 
border and then drag 
from the current file into 
the desired file. The 
selected contents will be 
added to the destination 
file as a new layer. 
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Before you go any further with your 
flyer, try to check out some local 
examples. If you live near a club district, 

have a look at some of the posters and 
flyers in situ. You'll notice that elements 
generally aren't cropped very well, and 
that registration is rarely accurate. 
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PART 3: Photoshop techniques 


Now that you've got all your elements, it's time to piece 


everything together in Photoshop... 


ss 


It's imperfections that give poster art an 

identity of its own. Try to take a mental 
snapshot of the club flyers you've seen and 
use it as your style guide when creating 
your poster in Photoshop. To get going, 
open the paper.psd file from the CD. 


Create a new solid colour layer in the 

Layers palette and choose a bright pink 
colour from the colour picker. Change the 
blending mode to Multiply and reduce the 
Opacity to 88 percent. Create a new Hue/ 
Saturation adjustment layer. Greatly 
increase the Saturation, tweak the Hue 
and decrease the Lightness a little. 


Draw a rectangular selection around 

the outlined square. Drag the selected 
contents into your working file as a new 
layer. Change the layer mode to Multiply. 
Use Edit>Free Transform to increase the 
size of the square outline and position it 
around the existing white square. 


Now draw a selection around the 

scanned solid square. Drag it into the 
image, increase the size, and adjust the 
position. Change the layer mode to Multiply. 
Choose Edit-Fill. Choose the Lighten 
blending option and Preserve Transparency. 
Select Color under Use and select a light 
green colour from the picker. 


Duplicate the background layer, and 

change the layer mode to Multiply. 
Create a new layer and draw a rectangular 
selection with the Marquee tool. Choose 
Edit>Fill from the menu and fill the 
selection with white on the new layer. Open 
the image file that contains the scanned 
rectangle shapes. 


Paine Fae Sea Winona 
——————— 


Choose a blue foreground colour and 
select the Gradient tool. Select the 
foreground to transparent preset and the 
linear gradient method. Choose the Lighten 
mode in the tool options bar and then lock 
the layer transparency in the Layers palette. 
Draw a gradient from the top of 

the square downward. > 
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sbdicaehia techniques continued... 


© POSTER REFERENCE 


Wandering around a club 
district and looking at the 
existing posters will 
certainly provide ample 
reference in terms of 
technique. However, 
when it comes to 
innovative designs and 
superior artwork, you 
may find your local area 
lacking. Have a look at 
www.gigposters.com 

to see thousands of 
different poster designs 
allin one place. You can 
even check out the 
multitude of other 

Nein poster designs. 


CHANNEL OPTIONS 


By default, the options in 
Photoshop's Channels 
palette are set so that 
stored selections behave 
in a certain way. 
Normally, selected areas 
appear as white, and 
masked areas appear as 
black within your 
channels. In this tutorial, 
we want to reverse that. 
Double-click an alpha 
channel icon to access 
the channel options. In 
this dialog box, change 
the colour indication to 
Selected Areas instead of 
Masked Areas. 


LIGHTEN AND DARKEN 


Almost every 
photocopier has a setting 
that allows you to lighten 
or darken the copied 
image. When you're 
copying the original, try 
using a very light setting 
so that a lot of the detail 
and tonal range is lost. 
Then try duplicating this 
initial copy with a darker 
setting, enhancing the 
contrast while retaining 
the reduced detail and 
tonal range. 
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Use the Polygonal Lasso tool to roughly 

select one band member from the 
scanned image. Drag him into the working 
file as a new layer. Use Free Transform to 
rotate and resize him accordingly. This 
method can also be used to drag all of the 
band members into the working file on a 
series of layers. 


1 Repeat this process until each band 
member has a large eye on his 
laptop screen. Move the eyes up and down 
within the Layers palette as required. Open 
the scanned image that contains the Nein 
logos, and use the Elliptical Marquee tool 

to select a logo that isn’t solid. 


Use the Polygonal Lasso and the same 

methods to select a photocopied laptop 
scan and drag it into the working file. Use 
Free Transform to adjust the size, and 
position it over one band member's head. 
Use this method to place a laptop layer 
over each band member's head. 


1 Drag the selected logo into your 

working file as a new layer, position 
it at the top of the Layers palette, adjust the 
size, and position it a little lower than the 
centre of the image. Create a new alpha 
channel in the working file and enable the 
visibility of all channels. 


aati 


1 Paste it into the alpha caninelt in 

your working file and position it in 
the upper-left corner. With the selection 
still active, create a new layer and fill the 
active selection with white on that layer. 
Deactivate the selection and return to the 
alpha channel. Enable the visibility of the 
colour channels. 
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1 In the alpha channel, use the 
Polygonal Lasso to draw a shape 
that overlaps each eye and fill it with black. 
Generate a selection from the channel and 
create a new layer with a Multiply blending 
mode. Fill the selection with a teal-blue 
foreground colour and deselect. 


Select the image that contains the 

largest scanned band members. Use 
the Polygonal Lasso to draw a roughly 
rectangular selection around a single eye. 
Drag it into the working file as a new layer, 
use Free Transform to resize and position 
it properly, and select and delete any 
unwanted overlapping areas. 
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1 In the scanned image file, select a 

solid logo and copy it. Paste it into 
the alpha channel in your working file. 
Position it so that it overlaps the other logo 
in the image. In the scanned text file, use 
the Polygonal Lasso to select the ‘Sonic 
Unyon Presents’ box and copy it. 


1 Ls) Drag the selected ‘Sonic Eien 
Presents’ black text into the working 

file as a new layer. Resize and position it 
over the box at the upper left. Use this 
method to add all of the text to the poster, 
change blending modes to Multiply as 
desired. Finally, feel free to add stars and 
starburst shapes to complete your flyer. @ 
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The Essential Photoshop 
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Section 1 


Li 


Layers Masterclass 


Click the Open Folder button to find all the 
resources you need to complete the tutorial. 


oo Essential Photoshop Skills Guide 
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SKILLS GUIDE SKILLS GUIDE 


Section 2 
Welcome to’ 
Photoshop § 
From the makers of Coi st- 
selling creative magazi ils is 
packed with expert ad’ 2m 
Photoshop. Included ar tS create 
cutting-edge effects, d 4 


techniques, and a selec 
projects in which renov secrets § 
and explain their meth 


This guide collects sorr utorials 
from Computer Arts an ind isa 
must for artists, designe all 
kinds seeking to learn new vecommques anu ennance their 
skills, 


The disc includes all the files you need to follow the 
tutorials in the guide. Each section also contains links to 
any other resources you may need to accompany each 
tutorial. 


To access all this content, click the menu items above. 
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The Essential Photoshofj 
Skills Guide 


Section 2 


Mix Bitmap and Vector Artwork 


Click the Open Folder button to find a! 
resources you need to complete the tu 


To complete this tutorial you will need 
Adobe Illustrator or download a trial v 
which can be downloaded free from h 


NB: 30-day trial version. h 


You will need to unzip the archived fol 
resources before use. lf you do not havi 
appropriate un-archiving utility install 
can download one for free from here: 


Windows PC users: 


Starting the 
interface manually 
If the disc interface doesn't 


load automatically when you 
insert the disc, here's what 
to do. PC users: click on the 
Windows Start button and 
click Run. Then click Browse 
and go to the CD directory 

in My Computer. Look for a 
file called CBZ38.exe and 
double-click it. Then click 
OK in the Run dialog, and the 
interface should then open 
Mac users: Double-click the 
disc icon, then double-click 
CBZ38-0SxX to launch 

the interface 


Open Folder 


DETAILS CD 


On your CD 


Here’s how to get the most from the packed disc that 
accompanies your Essential Photoshop Skills Guide 


our CD-ROM includes all the files you need to work along with 
Yy the tutorials in this issue - source images, layered PSD files, and 
many of the plug-ins you'll need. Where a project requires other 
software such as Cinema 4D, Corel Painter or plug-ins we weren't able to 
include on the disc, you'll find a link you can follow to a download of the 


software in question (trial versions in the case of commercial products!). 

To access the resources and files on this disc, first insert the CD into your 
drive. Whether you're using a Mac or a Windows PC, the disc will work 
equally well. If the disc interface doesn’t run automatically, look at the 
opposite page to find out how to start your installation manually. 


Before you go on 

The first item that should appear on your screen is the disclaimer window; 
here you ll need to click on ‘| Accept’. Please remember that this disc has 
been scanned and tested at all stages of production, but - as with all new 
software — we still recommend that you run a virus checker before use. We 
also recommend that you have an up-to date backup of your hard disk before 
using this disc. Future Publishing does not accept responsibility for any 
disruption, damage and/or loss to your data or computer system that may 
occur while using this disc, or the data and programs on it. Please consult 
your network administrator before attempting to install software on a 
networked PC. 


Installation 

Once the CD is running you'll see a range of options in the menu bar. Click 
ona link to access the section you require. Some files may need to be 
extracted from a Zip archive; try using WinZip (www.winzip.com] to do 
this if your version of Windows doesn't have a de-archiving utility. 


Questions and queries 

If you have a query about using your disc's interface or its content, 

please visit our reader support Website at www.futurenet.co.uk/support, 
where you can find solutions to many common problems. In the unlikely 
event of your disc being defective, please e-mail our support team on 
supportfafuturenet.co.uk for assistance. If you would prefer to talk toa 
member of our reader support team, you are invited to call 01225 822743, 
quoting disc reference CBZ38 when you get in touch. [You'll pay normal 
national call rates.) Please note that we can only provide basic advice on 
using the interface and installing the software from the disc. We cannot give 
in-depth help on any applications, or on your particular hardware or 
operating system. @ 
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We recommend that you always maintain an 
up-to-date backup of your hard disk data. 

Future Publishing does not accept any responsibility 
for disruption, damage and/or loss to your data 

or computer system that may occur while carrying 


out procedures described in this publication. 
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